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Preface 
No person actively involved with issues of the con-
temporary theatre can fai l to realize that effective play-
wrighting is at the core of a living theatre, of a theatre 
which best expresses its age. One of the people most re-
sponsible for the growing recognition of the importance of 
the playwright in the first half of the twentieth century 
was George Pierce Baker, a professor at Harvard and Yale 
from 1890 to 1933. 
From the time in 1895-96, when producers for the pro-
fessional theatre banded together to form a syndicate which 
controlled all of the major theatre houses in America, 1 
until as late as 1910, when one syndicate could boast that 
it paid $ 35,000,000 annually in salaries alone, the com-
mercia! interests in the American theatre worked against 
the production of plays which had been written in the in-
2 terests of art. The result of this monopoly on theatre 
houses was that the serious playwright was banned a hearing 
in the American professional theatre. 
Eugene O'Neill recalled Baker's contribution to the 
production of plays by serious dramatists in a letter to the 
New York Times. O'Neill, it should be remembered, is the 
1
·Barnard Hewitt, Theatre, U.S.A., (McGraw-Hill Co., 
Inc., New York, 1959), cf . pp. 300-302 
2Ibid . 
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playwright who is generally credited with the raising of 
American drama to the level of serious European drama. O'Neill 
had also been a student in Baker's playwrighting course at 
Harvard. O'Neill pointed out in the letter that without the 
encouragement of Baker, the young serious playwright might 
not have been supplied with his greatest need. Said O'Neill: 
It is difficult in these days, when the native play-
wright can function in comparative freedom, to realize 
that in that benighted period a play of any imagination, 
originality or integrity by an American was almost auto-
matically barred from a hearing in our theatre. To write 
plays of life as one saw or felt it, instead of con-
cocting the conventional theatrical drivel of the time 
seemed utterly hopeless. 
In the face of this blank wall, the biggest need of 
the young playwright was for intelligent encouragement , 
to be helped to believe in the dawn of a new era in our 
theatre where he would have a chance, at le a st, to be 
heard. And of the rare few who had the unselfish f a ith 
and vision and love of the theatre to devote their lives 
to this encouragement, Professor Baker's work stands 
pre-eminent. It is that encouragement which I - and I 
am sure all of the playwrights who knew and studied under 3 him - will ' always remember with the deepest appreciation. 
This aspect of Baker's work, his encouragement of play-
wrights, has been acknowledged in all of the studies dedicated 
to Baker's career. 4 Yet no major study has been undertaken 
3
·Eugene O'Neill, "Professor G.P.Baker," (Letter to the 
Editor, New York Times, Jan. 13, 1935, X, 1) 
4
•The major ~tudies are: Wisner Payne Kinne, George Pierce 
Baker and the American Theatre, (Harvard University Press, 
Cambridge, Mass., 1954: based on Kinne's unpublished Ph.D. 
thesis, "George Pierce Baker, Scholar, Te acher, Dramatist: 
Through His Harvard Years," Harvard University, 1952; Virginia 
v. Tyron, "The 47 Workshop: Its History and Significance," an 
unpublished M.A. thesis, School of Speech, University of South-
ern California, 1933; and Eldon T. Smith, "George Pierce Baker: 
A Critical Study of His Influence as a Teacher of The Rtre 
Arts," unpublished Ph.D . dissertation, Western Reser~· 
University, 1947. 
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to date regarding the intellectual aspect of Baker's con-
tribution to the American playwright. 
In this work, we hope to explore Baker's intellectual 
contributiQn to the playwrights for the American theatre in 
as detailed a form as available evidence permits. 
As we see it, Baker's intellectual contribution to the 
theatre has two facets. The first facet is the attitude which 
Baker brought to his work, the attitude, or philosophy if one 
can think of it as a philosophy , which enabled Baker to 
formulate a theory of drama tic technique. The second facet is 
the theory of dramatic technique itself. 
For it was not only through encou r agement of playwrights 
that Baker served the playwr ights fo r the American theatre. 
Baker also served playwrights, and therefore, the theatre as 
a whole, by grasping the implications of the history of 
playwrighting. In seeing playwrighting as an evolution, Baker 
was able to relate the problems of the playwrights of the past 
to the problems of the playwrights of the modern American 
theatre. 
Moreover, the conditions of education when Baker first 
expressed interest in the theatre were such that they very 
nearly precluded anyone's developm ent of the idea that drama 
could be a medium of empi r ical education. Ye t Baker, through 
his particular passion for the theatre, and through his 
devotion to the furthering of American culture wa s able to 
iv 
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begin a career of teaching as an Instructor in Rhetoric and 
Forensics at Harvard, and to end his teaching career as the 
director of a Department of Drama at Yale. 
At the same time that Baker was serving as Instructor 
of Rhetoric and Forensics, he was teaching a course in 
English drama of the Renaissance period. From his studies in 
English drama, Baker was able to learn something about the 
nature of the drama itself. Later, Baker was to apply this 
knowledg e gained mostly from the Elizabethans to his general 
theory of dramatic technique. It was this theory of dramatic 
technique which the American dramatists studied at Harvard 
and Yale. 
Because Baker was able to transmit his knowledge of the 
values offered to the playwright in Elizabethan times to a 
Modern setting, and because these Elizabethan values are 
what we must take into account when we examine Baker's 
intellectual contribution to the American theatre, this 
thesis is entitled: "Georg& Pierce Baker as a Link Between 
the Elizabethan and Modern American Theatres." 
In order to account fo r the quality and scope of Baker's 
intellectual contribution to the American theatre, many 
complex relations have to be established. We must know some-
thing of the conditions in which Baker worked, wha t Baker's 
goals were, a nd how Baker's views of these goals changed. 
We must also discover how the achievment of these goals 
v 
affected the University and the theatre if Baker's intellectual 
contribution was really a contribution. We must know how 
Baker affected the university, because the university was 
the medium through which Baker worked. We must know how 
Baker affected the playwrights because the playwrights were 
the people who affected through their individual talents the 
most notable impact of Baker's ideas in the American theatre. 
In other words, we must study here: 
1 . The traditions which Baker inherited as an Instructor 
at Harvard . These traditions were the conditions under 
which Baker worked, since the university was Baker's 
medium of instruction. 
2. Baker's early theory of dramatic technique. This 
theory was expressed, as we shall see, for the first 
time in 1907. It is important b e cause it shows how 
Baker first perceived in the Elizabethans the nature 
and idea of drama and· the conditions which governed 
the form which playwrighting took. 
3. Baker's Later Theory of dramatic technique. This 
constituted Baker's intellectual contribution to the 
American theatre . It embodied Baker's P.erception of 
the ends of drama, and the means to achieve those ends. 
4 . The University playwrights of two ages. Theory 
without practice is ineffectual. If we can see that the 
ends of drama were similar in two ages during which drama 
was taught at the universities, and that the effects of 
vi 
the teaching were similar, we can see that the university 
could have been an effective medium for the teaching of 
drama. Since the university was Baker's medium, we can 
infer that the results of Baker's teaching were an actual 
contribution to the theatre. 
5. Educational implications of the Yale Movement. Once 
Baker saw his goals clearly, saw that his ideas worked, 
he would not refuse to carry them through. Baker's 
goals were the application of his theory of dramatic 
technique through the medium of the university. Only 
Baker's unselfish intellectual committment permitted him 
to change his environment after nearly thirty years of 
teaching at the same institution. When a man is coming 
close to his sixties, as Baker was, it is axiomatic that 
radical changes requiring abundant expenditure of 
physical and intellectual energy are difficult. We 
have said that Baker's attitude was the first facet of 
his intellectual contribution to the theatre. There-
fore, it is natural that this attitude should be taken 
into account both at the beginning and at the end of 
this work. 
vii 
Introduction 
President A. Whitney Griswold of Yale University was 
pleased to note the acceptance of the fine arts as a proper 
object of study at the university level. Griswold said in 
1957: 
The fine arts have won a place in the academic sun. 
Architecture, painting, sculpture, the graphic arts, 
music and drama, already well established in our schools, 
now form a part of the curricular as well as the extra-
curricular life of our colleges and universities •••• 
For many years the history, criticism, and practice of 
the fine arts had struggled for recognition in our 
institutions of higher learning. But they were kept at 
arm's length by an educational philosophy that refused 
to recognize them as of equal, or even comparable, value 
to study based upon language literature, and the sciences 
At the same time, these institutions bemoaned the short-
comings of the arts in the society for which they were 
preparing their students. They deplored - and suffered 
from - the materialism of American life, yet denied 
themselves one of the most obvious means of correcting it 
With the disdain of the educated thus added to the 
ignorance of the uneducated, the progress of art in 
America was greatly impeded. By embracing the arts, our 
colleges and universities have not only rid themselves 
of this inconsistency. They have allied to themselves 
and their essential purposes some of the oldest and 
stDongest handmaidms of learning, and they1have given 
a powerful stimulus to art in our culture. 
The struggle of drama as a fine art to win acceptance as 
a part of the university curriculum in America is embodied in 
the career of George Pierce Baker. The facts of Baker's 
care er are well known to many students of American drama. 
1
·Griswold, A. W., In the University Tradition (New 
Haven, Yale University Press, 1957), pp. 138-39. 
1 
Yet, because a short summary of Baker's career is often dif-
ficult to come by, these facts will bear repeating here. 
George Pierce Baker was born in 1866 in Providence, Rhode 
Island, the son of medical doctor George Pierce Baker and Lucy 
(nee Cady) Baker. Baker received his education in the Pro-
vidence school system, and studied at Harvard from 1883 to 
1887. Baker taught at Harvard from 1888 until 1924, when he 
acceptea a position as Chairman of the Yale Department of 
Drama. Retiring from Yale in June 1933, Baker died less than 
two years later in January 1935. 
A point we should like to emphasize here is that through-
out Baker's life, the teacher displayed a particular brilliance 
in his interpretation of the drama. It was this insight of 
Baker's which led him to connect theory of drama with prac-
tice. In Baker's class lectures and in his writing, his 
theory of drama is related to the practice of staging plays. 
This insight, we feel, expresses an attitude towards 
drama which grew out of Baker's experience. A propos of 
what one might say about the attitudes which Baker brought 
to his work, Professo r Bolgar of Cambridge University 
distinguishes two kinds of attitudes which affect the in-
dividual, the public and the private: 
Attitudes have their roots in experience; and in 
every man's ife two sorts of experience can be traced, 
which we may call public and private after their 
origins. The private kind arises out of the impact 
of circumstances peculiar to the individual in question. 
It is the fruit of his specific destiny. The public kind, 
2 
than passive 
kinship with 
John Dew,y. 
of it. 
study of the drama, were not aware of their 
the philosopher of "progressive education," 
It seems more likely that they were aware 
The activist movement in educational philosophy is w~at 
we might call the rising public attitude prevalent in American 
education from the turn of the present century. From 1872, 
when Charles William Eliot, the President of Harvard University 
abolished all particular curricular requirements for seniors, 
8 to 1910 , when President Lowell effect ed a policy of con-
centration and distribution of the subjects required for a 
9 degree, activist principles were implied in the freedom of 
the elective system's "to the point" approach to scholarship. 
Since, by 1910, Baker had been a Harvard professor for 
some twenty years, and had already, in 1905, undertaken the 
education o f professional playwrights in his course, English 
47, it is easy to see that this rising "public mind" of 
education wa s an implicit factor in Baker's private philosophy 
of education. A periodical in Baker's library contained an 
article wt±tten by John Dewey with a passage that reveals 
something of the American public mind, and which suggests 
peculiarly American characteristics of which Baker had his 
& 7 ·Ibid., p. 37 
8
·cf. R. Freeman Butts, The College Charts Its 
Course (McGraw-Hill Book Company Inc.,New York, 1939}, p. 176 
9. 
Ibid., p. 247 
4 
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share. Dewey said in the article: 
I do not know how many~ you recall the remark that 
Matthew Arnold made after his visit to this country; He 
did not find us very interesting or intellectual, and 
he did not find any widespread culture. But the trait 
for which he gave the American people credit, the t rait 
which he emphasized, was the power of seeing straight, 
seeing clearly, and bringing that straight and clear 
vision to bear upon the conduct of life. 
That, I take it, is another name for common sense; 
and common sense is another name for perceiving the 
relation which exists between means and ends; a sense for 
particular ends that need to be accomplished and a sense 
for selecting and employiBg the specific means required 
in order to attain them. 
We do not mean to imply here that Baker was a follower 
of Dewey, nor that Baker did not seek out what he found to 
be intellectually and culturally satisfying. The circum-
stances in which Baker found himself for the first twenty 
years of his teaching career, as well as his desire to help 
students of playwrighting do imply that Baker had something 
of an activist attitude towards education. The recurrence of 
the words "common sense" applied to Baker's teaching by 
11 
many of his students, as well as Bmker's perception of 
the ends of playwrighting in their relationship to the me ans 
to ach~eve those ends do imply an attitude which thoughtful 
people have found to be typically American. 
Consider, for example, the common sense implied in 
10. 
John Dewey, "Organization in American Education," 
(Teachers College Record, March 1916, p. 133), contained 
in Baker's papers at the Harvard Theatre Collection. 
ll.cf. John Mason Brown, "The Four Georges: G.P. 
Baker at Work," (Theatre Arts Monthly, Vol. XVII, No 7, 
July, 1933. 
5 
on the other hand, belongs not to the individual alone, 
but to the social group, and much of it is bound up with 
the cultural tradition. To some extent, all the members 
of a society think along the same lines; and within 
certain limits we can always find a common ou~look, the 
central theme of endless private variations. 
Clifford Eugene Hamar, in his doctoral thesis, The Rise 
of Dram~ and Theatre in th~ American .Qoll~ Curriculum, 1900-
1920, notes that the trend of drama and theatre study during 
the first two decades of the twentieth century was a reaction 
against the "bookish approach to drama." It was an "activist 
4 
movement as opposed to intellectualist," asserts Hamar. 
Hamar suggests also that the reaction in theatre study was 
part of a larger individualistic attitude 1n education , ern-
bodied irr the philosophy of John Dewey and William James. 
H'amar defines Dewey's attitude in Dern~.sy ~nd ~ducati£E;, 
Dewey's extremely significant book for twentieth century 
readers, as a doctrine which required that one test the truth 
of an idea or hypothesis, not by an appeal to authority, but 
by acting upon the idea or hypothesis as if it were true and 
noting what practical difference the idea or hypothesis makes.6 
Hamar suggests further: 
Perhaps George Pierce Baker and others who insisted 
that the necessary test of a good play is its successful 
performance 1n a theatre, who called for active rather 
3
·Bolgar, R.n., Th~ Classical Heri~~~ and It~ Bene-
ficiaries {Cambridge, University Press, l958T, p. 8 
4
•Harnar, C.E., The Rise of Drama and Theatre in the 
American College Curriculum, "[unpubli"shed 'Ph.":n:-thesis-,-Sian:fi.or.d 
Unive5sity, 195~, p. 35 
·Dewey, John, Democracy and Education, { Macmillan Co., 
New York, 1938) 
6
·Hamar, C .. E., op. cit., p. 36 
3 
~aker's words in his book, Dramatic Technique: 
Why ..• it is impossible that some time should be 
saved a would-be dramatist by placing before him, not 
mere theories of playwrighting, but the p~actice of the 
past, so that what they have shared in common, and where 
their practice has differed may be clear to him. That 
is all this book attl~pts. To create a dramatist would 
be a modern miracle. 
Dramatic Technique is Baker's only formal written attempt 
~o distinguish the permanent from the impermanent in drama. The 
book considers various techniques peculiar to the writing of 
!Plays . Through the means of distinguishing what had been 
ch a racteristic of drama, and through his exposition of 
~ramatic technique, Baker thought he might do something to 
pelp the dramatist in his individual work. Baker thought that 
the book, grounded a s it was in the history of technique, would 
save the dramatist some time by dealing in advance of the 
playwright's writing with some of the problems which playwrights 
of the near and distant past had faced. 
Baker's attitude in the writing of the book was one of 
common sense. Realizing that the would-be playwright would 
~ave to do most of the work of madng a playwright of himself, 
Baker made no claim of accomplishing miracles. Instead, Baker 
emphasized the fact that other factors would play the largest 
roles in the playwrigh~s development. As Baker expressed his 
~·--------·----------·----------·------------·----·---------------·----·------~1 
12. 
. . George Pier~e Baker, Dramatic Technique, (The 
R1vers1de Press, Cambr1dge, Mass., 1919), '!Preface'', p. iv. 
6 
perceive clearly the relationship of means to ends. 
It was chiefly by adopting this attitude . that Baker 
was able to discover what was wrong with American drama through 
his discovery of the ends and means of Elizabethan drama. 
While other critics sought knowledge of the history of drama 
for its own sake, Baker was discovering past uses of drama 
applicable to modern times. 
8 
~. ~==~==============================~====~==~~====~ 
I. THE TRADITIONS WHICH BAKER INHERITED 
A. The Relationship Between Rhetoric 
and English at Harvard 
When George Baker Pierce b e-gan his second year of 
teaching at Harvard in the academic year 1890-91, he taught 
a course in English, as well as assisting in the courses in 
Forensics and Composition. He had begun assisting in Foren-
sics and Composition in the previous year. 
The title of the English course read . as it had when 
Professor Wendell had taught it in the two previous years: 
14 English Literature - The Drama (exclusive of Shakes-
peare) fr~m the Miracle Plays to the closing ot the 
Theatres. 
In teaching Forensics and English during the same year, 
Baker was already straddling two traditions; the early 
tradition of rhetoric as a part of the medieval trivium, and 
the emerging tradition of English as a separate field of 
study in the American university. 
Since it is our purpose in this chapter to render an 
account of the various traditions which affected Baker's work, 
we can neglect neither Forensics as a branch of traditional 
rhetoric, nor English 14 as a branch of English. 
--·-----------------~------------------·----------------·----·--------------------
1
·cf. The Harvard University Qatalogue {Published 
by the University), 1888-9, p. 106; 1890-1, p. 67 
9 
purposes: 
This book will help the developm ent from blind 
groping to the acquirement of a technique based on the 
practice of others. It can do something, but only a 
little, to develop the technique that is highly in-
dividual. The instruction which helps most to that must 
be done, not by bo oks, nor by lectures, but in frequent 
consultation of pupal and teacher. The man who grows 
from a technique which permits him to write a good play 
because it accords with historical practice to the 
technique which makes apossible for him a play which no 
one else could have written, must work under three great 
Masters: Constant Pracr~ce, Exacting Scrutiny of the Work, 
and, above all, Time. 
The attitude which we have outlined so far, then, re-
presents what one might call Baker's pragmatic sense. The 
manifestations of this sense were public rather than private. 
They proceeded from two public sources: 1) the "to the point" 
scholarship implied in Harvard's free elective system, and 
2) a peculiarly American ability to perceive the pragmatic 
relationship between means and ends. Notice Baker's lan-
guage, for example, when he says: " ... The technique of 
any dramatist may be roughly defined as his ways, methods, 
and devices for getting his desired ends." 14 
We are to assume, them, throughout this study, that 
Baker brought to his work an attitude of common sense which 
manifested itself in its most notable form in Baker's theory 
of dramatic technique. We see that Baker was trying to 
--------------·--------------------------·---------------------·------
13
·rbid., p. vi 
14
·rbi2:., p . 1 
7 
At Harvard in those years, Forensics served the practical 
end of practice in writing English, while ~English'' courses 
served the speculative ends of philology, history and 
aesthetics. That Forensics served the end of writing can be 
seen from the catalogue entry of 1888-9: 
c. Forensics - Ten lectures on Argumentative Composition -
A forensic, a thesis (in forensic form), and 
an examination to test the students' power 
* 
of writing argumentative essays off-hand on 
subjects previously studied. Ass~. Professor 
oyce and Messrs. Conant & Baker. 
* * 
B. The Formation of English As a Separate Subject 
and Department 
The relationship between English and Forensics, then, 
was a natural one. The development of English as a separate 
subject and department, however, was a more complicated matter 
than the simple presence of Forensics in the curriculum. 
For the development of English, we must turn to Samuel 
~liot Morison's authoritative volume, Th~ Development of 
aarvard University, 186~-1929, from "The Tercentennial History 
pf Harvard College and University, 1636-1936." Written in 
930, Morison's volume s p eaks from the point of view of that 
W"ear. 
~·--·----·----·-----------------------------·-----------------------------
2
·The Harvard Unive r sity Catalogu~ (published 
by t h e University), 1888-9, p. 105. 
n 
10 
Morison noted that in its beginnings, English served 
rhetoric. Said Morison: 
As to English, its advance has been more in the nature 
of a peaceful · penetration. Its delay in getting started 
seems to have been due, not to opposition, but to a 
general failure to see in it anything more than a minor 
element in preparation for the ministry. Engli~h meant 
elocution and rhetoric, as late as the sixties. 
Morison tells us that English had developed as a separate 
branch of study by 1868-9. He credits the introduction of 
English as a separate branch of study to one man. 
Francis James Child (A.B. 1846), then thirty-three, was 
already Boylston Professor of Rhetoric and Oratory. 
Child it wa s who first saw the possibilities of English 
as a factor in general scholarship. For he had vision, 
as well as scrupulous accuracy and everlasting per-
sevearance. A romantic vein was in him, too, a taste 
for the archaic and the popular. His English and 
Scottish Ballads (a book-ed. note), the publication of 
which began in 1857, put him into the very forefront 
of the world's scholars. An edition of Four Old Plays, 
and his Observations on the Language of Chaucer, illus-
trate other aspects of his acticity •.• Not until 1876 
did he become Professor of English, bequeathing to 
Adams Sherman Hill (A.B. 18 53) the Professorship of 
Rhetoric and Oratory. The catalogue of 1868-69 is the 
first to ~how 'English' as a designation of a field 
of study. 
The nature of studies in English was very different in 
that first year , during which English was designated as a 
field of study, from the nature of English studies when 
Morison was . writing in 1930. In 1868-9, ~ree of the courses 
3
·samuel E . Morison, DeveloEment of Harvard 
UniversiiY~ 1869-1929, (Harvard University Press, l930)p.66 
4
·Ibid., pp. 66-67 
11 
offered in English show that the emphasis of En g lish wa s on 
"Philology and linguistics. The courses were ent itled: "Vernon's 
Angle-Saxon Guide," "Morris's ST> ecimens of Ea rly English," and 
"Thorpe's Analecta Anglo-Saxonia." 5 
English studies at Harvard in 1930, mo r e closely resembled 
Eng lish studies in most universities at the present time. As 
Morison described them, studies in English parted from the 
philological emphasis du r ing Baker ' s time to focus u p on lite-
rary and aesthetic values. 
By 1884, when, the catalogue tells us, Ba k e r was in his 
f r eshman y ear, the Eng lish department had begun t o c rystallize. 
Besides Child, two inst r uctors were included in the ~English 
department, L. R . Briggs and Barrett Wendell. , Briggs wa s to 
become dean in 1891; Wendell was to be more important to 
Baker's car eer than the dean. 
Baker was to write to Wendell: 
Within one year of thirty years of t e aching, I have 
been thinking back a good deal lately. More and more I 
have come to see that my teaching a t all and any success 
which has been mine as a teacher, I owe to y ou •.•• 
Your teaching made the career of teaching somethin g 
different from what I had judged it; you made it human, 
alive, shi f ting, and develo ping, not static and 
dogmatic •.• For correction, stimulation, even inspira~ion 
in the past and fo r thi r ty odd y ears, I thank you .••• 
5
·Harvard University Catalo~ 18 68-69, 1869-70, 
(published by the University, Camb r idge, Mass.) cf. pp. 29-32. 
6
·G. P. Baker, Barrett Wendell (Lette~rint ed as 
a souvenir of Wendell's one-hund r eth anniversary as a teacher), 
printed p rivately by the Marchb an k s P r ess, New York, 1917. 
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Morison described Wendell as '' .•• a highly original type, 
who under a more or les~transparent mask of contrariness and 
eccentricity united creative power with sound critical sense."7 
Morison tells us that the courses begun by Wendell and 
Briggs were to assist in the development of composition and 
literature, rather than in the development of philology and 
linguistics. 
The years 1887-90 saw the founding of two important 
courses: 
English 14, dealing with the drama (given by Wendell -
ed. note); English 16, given by Briggs on the History 
and Principles of English Versification. Between these 
two was born the first "20" course in Engeish, devoted 
to individual research in special topics. 
It was Wendell's English 14, dealing with the English 
drama of the Renaissance period, that Baker was to begin to 
teach in 1890-1, and to develop through his Harvard career. 
With Child, Briggs and Wendell, then, Baker's position in the 
developing English department was assured. 
Morison notes the importance of still another figure in 
the changing English department, George Lyman Ki t tr edge. By 
the time that Morison was writing, Baker had left. Kittredge, 
however, was continuing the tradition of English studies. 
In the whole modern field, since the disappearance of 
Professor Child in 1896, the dominant figure has been 
that of Georg e Lyman Kittredge (A.B. 1882), Child's 
7
"Morison, ££· cit., p. 76 
8. 
Ibid. , p. 80 
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disciple and worthy successor. Broad, almost universal 
as his interests may have been, the main current may be 
indicated by the titles of some of his works .•• He 
appears in the catalogue as Instructor in English in 
1888-89, as Assistant Professor two years later, as 
Professor of English and Chairman of the Department of 
Comparative Literature, he ha§ been for over thirty 
years presiding genius •••. 
These, then, were the men, Child, Kittredge, Briggs, 
Wendell, and Baker, who forged a department which Morison could 
describe in 1930 as ~rimarily devoted to the study of literature. 
It wa s Baker's study of drama which led him to see in the 
literature of the theatre its aims and conditions. Baker 
would transmit his insights into the literary conditions and 
social conditions of the subject matter of English 14, the 
drama of Renaissance Englan~ to the modern conditions of 
drama. 
Due to the influence of these men, the English department 
at Harvard in 1930, could be described, as Morison tells us, 
in the following way: 
Linguistics, literature, and composition are the 
three concerns of the Department. The second bulks 
largest. The first is never treated alone, but always 
in connection with the second or (from a different point 
of view) with the third. 
In literary instruction, the method usually emp-
loyed in elementary stages is a combination of lectures 
and assigned readings, often with essays or 'reports'; 
a higher stage calls for lectures, class-room analysis, 
and theses. For instruction in writing the Department 
has little by little increased its dose of theory and 
has come to depend more and more on actual practice 
14 
1 1 . d 10 c ose y superv1se • 
After Child's death in 1896t the department acquired a 
p r ivate library through subscriptions and the generosity of 
Child's classmates, who donated their class fund. Thus, with 
instruction by men like Kittredge, Wendell, Briggs and Baker, 
and with the facilities of the Child Memorial Library, 11 the 
Harvard English department was ready to meet the demands of 
English scholarship in the twentieth century. 
English, then, as a separate field of study, was a 
tradition which Baker helped to form, and of which he was 
to become an eminently acceptable part. Although Baker con-
tinued his work in forensics, publishing an important book 
in that field in 1895, 12 · his contribution to the development 
of English was even more substantial. 
His development of English 14, "The Drama exclusive of 
Shakespeare from the Miracle Plays to the closing of the 
Theatres," is the subject matter which served as a springboard 
for Baker's formation of English 47, "The Technique of the 
Drama," and of English 19, "The Forms of the Drama." 
Since all of Baker's courses in English concerned them-
selves with the drama, and since the literature of the theatre 
10
·rbid., pp. 74-75 
11
·For an account of the building of the Child 
Memorial Library, cf. Morison, Ibid., footnote, p. 67 
12
·G.P.Baker, The Princiules of Argumentation, 
(Ginn. & Co., Boston, 1895) 
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was Baker's main contribution to the department of English, 
Baker's approach to his subject matter was intimately bound 
up with the kind of contribution which Baker could make to the 
development of English studies. 
In choosing an attitude towa rds the genus, drama, Baker's 
common sense carried him easily past an obstacle which was to 
plague some of his students. One of Baker's former students 
who became involved in university teaching, and in criticism 
of poetry and drama, was the famous critic J oel E . Sp ingarn. 
Spingarn had studied English drama of the Renaissance period 
under Baker in 1895, along with the famous Shak espe a rean 
critic, E. E . Stoll. 
Evidently Spingarn did n ot s e e the necessity fo r studying 
the conditions of the the atre for an understand ing of the drama 
of a g iven period. He expressed thi s opinion in an article 
in 1912: 
Flaubert foresaw in all this arcane the~tral, all this 
pedantry of 1 dramatic technique, 1 of ·'dramaturgic skill, 1 
of scenes a faire, of the conditions of the theat r e, the 
influence of the audience, and the conf ormation of the 
stage, this demoralization, I say, has overwhelmed the 
criticism of the drama. What the unities, decorum, 
liaison des scenes, and kindred petty limitations and 
restrictions were to dramatic theory in the seventeenth 
and eighte enth centuries, these things are to criticism 
in the nineteenth and twenti e th. They constitute the 
new uedantry against which all aesthetic criticism as 
well af 3all creative lit e rature must wag e a battle for life. 
13
·J. E . S-p ingarn, "A Note on Dramatic Cr iticism," 
~.says and Studies of the English Association, ( published by 
~umphrey Milford, New Yo r k, 1912), vol. III, pp. 25-26 
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Almost as though in response to thi s potent a ttack of 
his former student on the approach which Baker brought to 
drama, the study of the dramatist's technique, Baker pub-
lished an article in the same periodical entitled "Dramatic 
Technique in Marlowe." 
Spingarn was insisting that drama could be best under-
stood when studied from the point of view of the individual. 
Baker was arguing from the position that the presence of an 
audience at Marlowe's plays accounted in part for Marlowe's 
method of writing. 
To support his argument that the audience had little to 
do with the play as a work of art, Spingarn compared the role 
of the theatre audience to the role of morality in a work of 
art. Insisted Spingarn: 
An Italian critic gave this famous advice to a young 
poet anxious to know how he could best serve the higher 
morals in poetry: "Don't think about morals; that is the 
best way of serving them in art~ In much the same way, we 
may say to the playwright: "Don't think about your audii4 
ence; that is the best way of serving it in the drama." 
For Baker, on the other hand, a consideration of what the 
audience might have wanted could reveal the emotional effects 
~hich the dramatist was striving to achieve. As Baker said, 
~sing Marlowe as an example: 
It is customary to speak slurringly of the dramatic 
technique shown in Marlowe's plays. Usually Marlowe is 
said to move with the nonchalance of genius amidst his 
material, satisfied to produce, and producing, not so much 
14
· Ibi~., p. 24 
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plays as character studies of rich poetic expression. 
But just what do we mean by dramatic technique? Any 
dramatist demonstrates his dramatic technique as he 
consciously, and more or less successfully, so chooses 
and shapes his material as to derive from it, under the 
given conditions of his stage, the largest possigle 
amount of emotional response from his audience. 
The above is a concrete example of Baker's perception of 
vhe relationship between means and ends. If the end of drama 
s emotional response, Baker is saying, the means of discovering 
~hat the dramatist intends is to try to see the ways in wh1ch 
~he dramatist evokes a response from an audience. 
Baker contended further that our remoteness, as a modern 
1udience, from Elizabethan times can stand in the way of our 
~nderstanding of the Elizabethan drama. As Baker said: 
First of all, however, let us rid our minds of the 
refinements of technique which the passing centuries have 
brought to a stage steadily becoming more complex; the 
Elizabethan wrote for a simple stage, for actors whom he 
knew so intimately that he could probably hear their 
tones even as he wr ote the parts intended for them; and 
for an audience which he knew almo + as a tradesman knows 
his clients •..• Tamburlane's speech from his chariot 
is no mere rant: it is, if given pru perly, a masterly 
depicting of a man in extreme physical misery. Marlowe 16 
simply adjusted his methods to the mood of his audience. 
Baker appealed to his experience with the Harvard pro-
ductions of Elizabethan drama to illustrate how a knowledge of 
the ways in which Elizabethan drama was staged could reveal 
the dramatic technique of a playwright. For example, Baker 
15
·rbid., p. 172 
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·rbid., pp. 173, 175 
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refers to the Delta Upsilon Society's production of Dekker's 
Shoemaker's Holiday. 
Some years ago the Delta Upsi l on Society of Harvard 
University acted Dekker's Shoemaker's Holida~. The 
coach, fearing that the young man might not act well 
the sentimental parts, retained only the shoemaker 
scenes. But they could not stand alone. Seeing them 
thus given proved that the Lacy-Rose story and the 
scenes of Ralph and Jane played each their part in an 
intended and artistic total impossible with only the 
shoemaker scenes. All taken together, made a very in-
teresting play; separation spoiled the peculiar cht7m 
usually attributed solely to the shoemaker scenes. 
We see, then, that Baker clearly insisted that drama as 
a written form of expression was dependent upon the experience 
of the play as a theatrical piece for a clear understanding 
of what constituted dramatic form. Baker's criterion for 
judging the play was its performance according to the stage 
conditions for which the play was written, and according to 
the understanding that the audience would bring to the 
conditions of the stage. 
The point we are attempting to establish here is that 
Baker's life as educator, critic, and director was character-
ized by this perception that drama was conditioned by the 
theatre of its time. Baker showed his common sense by 
applying this idea to modern playwrighting, maintaining tha t 
modern playwrights were also conditioned by the theatre of 
the times. Baker communicated this concept, as we shall see, 
through his course, English 47, which dealt with the technique 
17
"Ibid., P• 173 
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of drama, and through his publication of ~atic Technique, 
of 1919. 
In other words, Baker did not merely teach English drama, 
Baker studied English drama to discover that its key was con-
cealed in the theat r ical conditions which created that drama. 
In seeing this relationship, and in applying it to modern 
conditions, Baker performed what might well have been the 
most significant de ed of scholarship of any of the early 
faculty members of the Harvard English Department. If Baker's 
perception of the relationship between the theat r ical per-
formance and drama as a witten form of expression could have 
been based upon experience with Harvard drama in 1912, such 
would not have been the case when he _began teaching drama in 
1890-1 . 
C. The Contrast of Harvard Tradition with that 
of Oxford and Cambridge 
Unlike Oxford and Cambridge during the Elizabethan pe-
riod, Harvard, at the end of the nineteenth cent ury felt no 
responsibility to p roduce drama . There wa s no tradition of 
theat r e at Harvard at that time . Before Baker began his 
teaching career, the last Harvard playwright had been Royall 
18 Tyler, class of 1776. 
On the other hand, Harvard recognized the advantages of 
18
· cf. Kenneth Macgowan, Famous Rla~ of the 
1920's, (Dell Publishing Co., Inc., New York, 1959~ pp. 25-
27 for an a c count of Harva r d's early theatre people. 
21 
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the actor's voice, and, quite unlike Oxford and Cambridge 
during the Renaissance, invited actors to speak to the students, 
and hired actors to teach elocution. 
It should not be surprising that Baker, who was a student 
of Renaissance English drama, could adopt the method of Re-
!naissance Oxford and Cambridge in training playwrights, and 
ach ieve the same results. It is likely that Baker knew and 
~nderstood the condition of drama at Oxford and Cambridge during 
~he Renaissance. When Baker had been invited to contribute an 
~rticle to the Cambridge History of EnglishLiterature, the 
~rticle which preceded Bake r 's by FrederickS. Boas, mentioned 
something of the n a ture of that drama. Boas had been Clark 
Lecturer in Trinity College, and P r ofessor of English Literature 
in Queen's College, Belfast. 20 Boas had published in 1914 a 
~ore complete account of the conditions of drama at the Re-
. E 1' h . . t. 21 na1ssance ng 1s un1vers~ 1es, which Baker probably read. 
Had Baker read the article preceding his article in The 
Cambridge History of English_1iteratuE£, published in 1910, 
Baker would have been aware of the importance of drama at the 
-·--·------------·--·--------·-----------------------------·----·----------------
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~lizabethan universities. Said Boas: 
But it was at Oxford and Cambridge, not at the grammar 
schools that the English humanist drama attained its 
chief development. The products of the universities were 
so important and varied that they receive separate 
treatment. (i.e. in The Cambridge History of Eng!ish 
Literature -- ed. note) But, as evidence of the im-
~ortance-attached by academic authorities to the acting 
of plays, at first mainly in Latin, reference may be made 
here to regulations in the statutes of two Cambridge 
colleges. At Queen's College, it was ordained (1546) that 
any student refusing to act in a comedy or tragedy, or 
absenting himself from the performance should be expelled. 
At Trinity (1560) the nine do~tici lectores were di-
rected on pain of fine to exhibit at Christmastide in 
pairs a comedy or tragedy, whil22the chief lector had to produce one on his own account. (Italics mine) 
This, then, is the major contrast in university drama of 
~he Tudor age with Harvard drama in the 1890's, that the 
~nglish universities considered drama important enough to 
~arrant requiring students to act in the plays, while Harvard, 
~efore Baker's time, ignored the possibilities of drama for 
pedagogical purposes. 
The second contrast in the two approaches to drama is 
~hat Harvard utilized the services of actors in teaching elo-
~ution, but supported no drama as a university, while the 
~enaissance universities would have considered it unthinkable 
to hire a common player; despite the fact that both Oxford and 
~ambridge supported the production of plays for pedagogical 
[mrposes . 
Boas tells us the circumstances of the latter development 
~t Oxford and Cambridge, asserting that all English university 
22
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men of the Renaissance shared an opposition to the professional 
players. In the later sixteenth century, Boas adds, when the 
university drama was under attack from Puritans, both defenders 
and attackers of university drama shared a similar distaste 
for common players. 
In the later sixteenth century, both the defenders of 
the university stage like John Gager of Christ Church, 
and its assailants like John Rainolds, of Queen's College, 
were united in strong opposition to the professional 
players. Scm after their correspondence on the subject 
at Oxford, the Cambridge authorities, in July, 1593, 
petitioned the Privy Council to renew an edict of 1575 
prohibiting 'any open shewes .•• wherein any manner of 
unlawful games shal be exercised' within Cambridge or 
five miles round. Accordingly, on July 29, the Council 
ordained 'that no plaies or interludes of common players 
be used or sette forth' either in Cambridge or Oxfor~3or 
within five miles of either of the Unive r sity towns. 
George Pierce Baker accounts for the solidarity of 
feeling among the university playwrights who sold plays to 
the professional companies. Baker noted the pride in universit. 
training "which amounted to arrogance" of these playwri ghts 
in his article for The Cambridge History of English Litera-
24 
ture. 
Baker saw that the arrogance of the professional play-
wrights from the universities implied their feeling of 
kinship with an aristocracy of the intellect. Baker quotes a 
poem which expressed this spirit, and tells us that the poem 
--------~~-------·----------·--------------------------·----·-------------·--
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follows upon Nashe's preface to Greene's play, Menaphon, 
published in 1589. 
Come foorth you Witts, that vaunt the pompe of speach, 
And strive to thunder from a Stage '- man's throate: 
View Menaphon a note beyond your r each; 
\fuose sight will make your drumming descant doate; 
Players avant, you know not to delight; 25 Welcome sweet Shepeard; worth a Scholler's sight. 
Nashe's preface, Baker tells us, is one long g ibe at 
poets and writers who had no university training, or who had, 
despite their university training, not chosen ways of ex-
pression in accordance with the standards of the University 
wits. 
John Lyly, Thomas Lodge, George Peele, Robert Greene 
and Thomas Nashe, however t hey might have differed amo~g 
themselves, stood shoulder to shoulder whenever they 
were facing the "alcu~~sts of eloquence whose standards 
were not their own." 
Baker alludes to the cosmopolitan nature of the English 
university, where, despite the medievalism of the curriculum, 
the Renaissance spirit and enthusiasm prevailed. Baker 
alludes to: 
••• a curious belief, not unknown even today, that 
only the university-bred man can possible have the 
equipment and the sources of information fitting him to 
be a proper exponent of new, and at the same time, of 
really valuable, ideas and literary methods. 
These latter sentiments, Baker tells us, were shared by 
25
"Ibid. 
26 -~bid . 
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all the members of the group of university wits.~'/ 
But, Boas tells us, the testimony of a university 
educated playwright was much less valuab le to the defense of 
university drama than was the testimony of a scholar who had 
not sullied his reputation in the professional craft. The 
hostility to the professional companies, "with their stock in 
trade in the vulgar tongue," served to perpetuate the pre-
28 dominance of Latin on the college stage. 
The loathing of the university population for the popular 
stage did not, however, ext end to the nobility, who often ser-
ved as protectors of the professional playe rs, such as the 
Earl of Leicester. 29 
Boas reminds us that when Leicester, as Chancellor of 
Oxford, a~proved in July 1584, the statute of the Universities 
against the popular players, Leicester expressly stated that 
he did not mean in this statute the plays of the university 
men which he regarded as "commendable and great furderances 
of Learning." Indeed, Leicester added, these university plays 
should be "continued at set times and increased. 1130 
Though Leicester's attitude was representative of 
academic opinion, the growth of the Puritan party led to the 
formation of a faction eager to extend the ban on professional 
27
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performances to acting of any kind . 
The fact nevertheless remained that the English univer-
sities of the Renaissance encouraged and pai d for the production 
of plays in three languages, Latin, Greek, and English, and 
that throughout the Elizabethan period , until the Puritan 
government prohibited theatrical productions of any kind, the 
university's ~rincipal defense of the drama was that play 
production was an excellent pedagogical device. 
If the contras t both in the point of view about actors, 
1n the university drama, and in the ability to acknowledge the 
use of drama for ~edagogical purnoses, was great between 
Harvard 1n the late ninete enth c entury and Oxford and Cambridge 
during the Renaissance, the effect of university drama both 
in England and in America was notable. The tradition of 
university drama begun by Baker spread across the United States 
in colleges and universities, in experimental theatres, and 
32 in schools. 
Boas tells us that the tradition of university drama in 
England performed a similar function during the Renaissance. 
Hence University drama is memorable both for what it 
consciously achieved, and fo r what it effected in its 
own despite •.• in whatever language the p lays were 
written, they were born of the same spirit, and had to 
be produced in similar ways . University authorities 
might treat College performance a s merely an item 1n 
the educational curriculum . Bu t in encouraging them they 
were giving an impulse to forces they could not limit 
32, f c • 
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or control. Marlowe, Greene, Nash, and other gownsmen 
carried their early experience of Cambridge plays and 
players into the service of the London professional stage. 
The nohles who, as undergraduate spectators or actors had 
been familiar with the learned drama became patrons of the 
travelling companies that fill3§ Tudor England from end to 
end with theatrical activity. 
To summarize what we have stated about the contrast of the 
pre-Baker theatre tradition at Harvard, we must say: 
1. The major difference between the Harvard tradition and 
the Renaissance tradition is that the Renaissance produced 
many plays and ~laywrights. 34 Harvard produced only one 
play officially, and one ~laywright for the ~rofessional 
theatre before Baker came to Harvard. 35 
2. The second major dif f erence is that Harvard did not 
officially oppose professional actors in the late nineteenth 
century, while the English Renaissance universities did op-
pose professional actors. 
3. The similarities we have been able to discover between 
Harvard and the English Renaissan ce universities has been 
during the Baker and post-Baker periods, as Baker's influence 
made itself felt across the continent. Because this simi-
larity of effect exists, we might say that Baker adopted an 
older theatre tradition than that which Harvard possessed 
when Baker began to teach English 14. It seems logical, then, 
11---·~,.--------------------------·--------·--------------33. 
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to explore the aspects of the tradition of theatre at Oxford 
and Cambridge during the Renaissance which Baker consciously 
or unconsciously emulated. 
D. Baker's Adoption of the Older Tradition 
Two aspects of the older tradition of university pro-
duction of plays show up clearly in Baker's work: 
1. The use of drama for pedagogical purposes; 
2. P roduction of plays as an aid to dramatics. 
Just as the Elizabethan universities had encouraged the 
production of the classics as an aid to knowledge of the 
36 
worlds of ancient Greece and Rome, Baker encouraged, when 
and where he could, the production of Elizabethan drama as an 
aid to an understanding of the Elizabethans. Speaking in 1925, 
Baker asserted that the most practical way to gain an under-
standing of drama is through its roduction. To understand 
Elizabethan drama with accuracy, Baker insisted, one must 
see Elizabethan drama performed. 
Thirty years or more ago American universities offered 
courses in Shake speare and his contemporaries timorously 
for the first time •••. In fairness to them ( i.e. 
the students who elect these courses) and for the better-
ment of dramatic taste in the country at large, such 
courses should be given with their main emphasis on plays 
as something to be acted --- something to be judged 
with accuracy only when seen . 
He (the student) needs to learn that form in drama is 
not rigid, is not a fashion, a moral or an artistic ob-
ligation, but something an artist chooses after much 
selective thought as the best medium for the expression 
to which he finds himself compelled. Youth has too 
36
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often a marvelous faith in the effectiveness and finality 
of five acts, four acts, three in one, in prologues, 
epilogues, etc. 
Instead of talking all of this, how better to prove 
to him that all have their wise and u~'ise uses than by 
demonstrating it to him in a theatre? 
Baker himself had provided the stimulus for production of 
Elizabethan plays at Harvard as early as 1905, when he sugges-
ted that the English department s ponsor a revival of Epicoene 
to be performed by a willing group of students from the 
American Academy of Dramatic Arts . From 1906, Baker encouraged 
and assisted the Delta Upsilon fraternity's inception of 
annual productions of Elizabethan plays. 38 These productions 
provided Baker with the basis of seeing dramatic technique as 
a means of arousing spectator response. They permitted Baker 
to make distinctions between the art of the theatre and the 
art of fiction. They showed Bake r some of t h e differences 
between the response of the modern audience in contrast to the 
res ponse that an Elizabethan audience might h ave had. In 
short, they proved to Baker the educational value of t he 
theatre. 
Although the Elizabethans of Oxford and Cambridge had 
not intended to p rovide a laboratory for dramatists, the very 
fact that university men felt competent to begin careers in 
37
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the professional theatre ~roves that university play pro-
duction accom lished that very end. Baker was forced to go 
outside of Harvard, both to Radcliffe and to Yale to carry out 
~is laboratory concepts of teaching dramatic technique. The 
similarity in the situations lies in the fact that neither the 
~lizabethan universities, nor Harvard intended to provide 
dramatists with a laboratory, yet both Harvard and the Eliza-
~ethan universities harbored would~be professional playwrights 
~ho were indirectly provided with what they needed. 
We shall examine the details of Baker's use of drama for 
~edagogical purposes in the last chaJ±er of this work, and the 
details of the ~roduction of plays as an aid to professional, 
or would~be professional dramatists when we discuss the impact 
of the University ~laywrights of the two ages. Suffice it to 
say here that Baker in electing to use drama for these two 
~ur~oses -- pedagogical and ~rofessional -- followed, whether 
consciously or not, the broad lines of a path marked out in the 
tradition of Elizabethan university drama. 
31 
II. BAKER'S EARLY THEORY OF DRAMATIC TECHNIQUE 
A. Baker's Perception of the Relationship 
Between Renaissance English Drama and Modern Drama 
The purpose o£ this chapter will be to show that Baker 
developed an early theory of dramatic technique from his 
~ lizabethan studies. It is in this role that Baker has served 
best as a link between the Elizabethan and the contemporary 
theatres. Because of Baker's particular genius for p erceiving 
the relationship between means and ends. Baker was the only 
critic of Elizabethan drama to establish from that drama a 
theory which could be app lied directly to the aims of modern 
dramatists. In this perception and application of theory, as 
we have insisted, lies Baker's intellectual contribution to 
the American theatre. 
As early as 1902, Baker hinted in print that Elizabethan 
drama could have implications for the modern dramatist. In an 
article written for the Boston ~~ing Transcript, Baker ex-
pressed the possibilities of this relationship. 
The article is concerned with the state of the modern 
theatre. I n it Baker pointed out that Americans have in theory 
all of the prerequisites for producing serious drama. What 
Americans had in their theatre were promising actors and act-
resses, an increasing numbe r Jf men and women eager to succeed 
as dramatists, richly dramatic conditions in American national 
life, and a theatre - loving public. 
Why then , asks Baker, sho u ld America be so far behind 
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the Europeans in drama that the capital of the American theatre 
was not New York, as of 1902, but London or Paris? In one way 
America .vas ahead of England, inasmuch as Elizabethan study 
~as a part of the curriculum in the American university. 
It is true that in one respect we are better off than 
England; in nearly all of the leading colleges, courses 
in the drama -- at least in the Elizabethan drama -- are 
now given. But not all of these courses treat the drama 
mainly as drama, and the college-bred men and women 
probably1make but a small fraction of the would-be play-
wrights. 
The implication of the statement ab ove is that if courses 
in drama treated drama as drama, the would - be playwright 
~ight be helped by taking such course. What was it, then, that 
~aker taught in his early classes which led Baker to imply that 
~lizabethan studies could help the modern dramatist? Why 3Duld 
~ake r imagine that playwrighti~ in 1902 could have anything to 
do with playwright ing in 1592? 
Our thesis, here, is that by 1902 Baker's perception of 
the relationship between writing for two theatres widely sepa-
rated in time proceded from his analysis of the conditions of 
~oth theatres; that Baker's conclusions came from something 
~ore than an instinct. The best evidence for this contention, 
as we shall see, comes from Baker's book published in 1907, 
~Development of Shakespeare~! Dramatist. 2 But other 
evidence does exist, as early as 1890-1, which can tell us 
1
·G. P. Baker, Boston Evening Transcript, June 7, 1902 
P• 19. 2 
·G. P. Baker, The Development of Shakespeare as a 
~Famatist, (New York, The Macmillan Co., 1907) 
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something of Baker's early approach to his ma terial. 
We are fortunate in having at our disposal the notes for 
Baker's first year in teaching English Renaissance drama, as 
these notes were taken by a Harvard student at that time, 
Villiam Lyon Phelps. A critic, essayist, scholar, and pro-
~essor, Phelps was for nearly all of his career a member of 
~he English faculty at Yale University. 
Although his notes are often the dry mnemonic devices of 
the student, Phelps's notes do provide us with material which 
reveals something of significance concerning Baker's method of 
attack. Baker's method of attack is important, as we sha ll dis-
cover, because it permitted the growth of Baker's ideas a bout 
d r amatic technique. Baker's method of attack permitted Baker 
to develo p not in the mode of traditional literary criticism, 
~ut i n the mode of practical or pragmatic criticism. 
By "traditional literary criticism," we mean the sort of 
criticism which seeks to establish literary standards by means 
of a constant comparison of contemporary literary work with 
classical literary work. Traditional literary criticism, as 
we understand it here, looks to the critics of the c lassics, 
such as Aristotle, Sidney, and Dryden, for norms by which one 
might judge the value of a literary work. 
Practical cr~ticism, as developed by Baker, does not 
ignore the classics nor the critics of the classics, but 
emphasizes thos e as p ects of classical literary a nd critical 
work which are of immediate use to the playwright of contem-
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porary times . 
It will be our purpose in this chapter, and in the chapter 
that follows, to show how Baker developed his theory 
of dramatic technique by using the Elizabethan age as a 
"classic" or model age in the development of the theatre. 
Baker's works which best illustrate his use of the Eliza-
bethans as a classic age of the theatre are: The Development 
of Shakespeare A~~ Dramatist, published in 1907, and Dra-
!!!ati.£ Technique, published in 1919 . It is in this sense, that 
Baker used the Elizabethans as labo r atory ma terial in his 
formation of a theory of dramatic technique, that Ba k er serves 
as a link between the Elizabethan and the Modern American 
theatres. 
The steps which Baker took in developing his theory are 
logical, and seem to follow a chronological order; i . e . the 
steps which Baker took in developing his theory of drama tic 
technique seem to reveal themselves, if one can judge from the 
chronology of Baker's writings and those of Baker's students 
related to Baker's theory, as h aving taken place one after 
another in the course of~ime, as Baker worked out his theory. 
The ste s are a s follows: 
1. Baker's insight into drama as an evolution . 
2. Baker's recognition that to understand a given 
point in an evolution, one must understand the con-
ditioning factors of the thing evolved . 
3 . Baker's establishment of the factors which he thought 
governed the evolution of Elizabethan drama . 
4 . The kew to the major change in the evolution of drama 
as Baker saw it -- characterization . 
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We have seen above that Baker regarded courses in the 
~lizabethan drama as advantageous for the contemporary drama-
1vist if these courses treated drama as drama. Why Baker should 
ponsider the study of Elizabethan drama as helpful to the 
voung American playwright we shall see as we consider the 
~evelopment of Baker's theory of dramatic technique. 
B. Drama As an Evolution 
Phelps records the first and most important insight into 
~aker's theory of dramatic technique, the idea of drama a s 
something which evolved. According to Phelps's notes: 
There is a natural sequence to the drama. 
1. In the Miracle Plays people are told how to live. 
2. In the moralities, pictures are given of this. In 
the early moralities, each character represents only 
one idea, one motive. 
3. The next step is to turn (?) to real life. We then 
feel the complexity of li~e, see people struggling 
under various influences. 
Because Baker recognized that evolution wa s characteristic 
pf drama, he knew tha t the playwright's style must take the 
~teps that time d emands. This implication is revealed in the 
Pa ct that Baker warned the public of 1902 not to expect, as 
~aker himself would not expect, much in the way of quality from 
vhe young American dramatists: 
3
·w. L. Phelps, (unpublished notes for English 14, 
~tudied with Mr. Baker, 1890-l, Yale Memorabilia Collection), 
p. 40. 
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In the first place, it may be accepted as axiomatic 
that fo r some time the work of our young dramatists will 
be crude. Most of them know of playwr ighting only what 
they can pick up from reading or watching plays -- and, 
above all -- f r om writing them. Therefore, since writing 
plays is an art with laws difficult to learn, who can 
blame any manager 4or rejecting nine-tenths of the manu-
scripts sent him? 
It should be noted that the idea of drama as a natural 
sequence, as an evolution, as something which becomes progres-
sively complex is the first key idea to Baker's theory of 
dramatic technique. It im~lies that Baker saw drama as drama 
to be a corporate effort. Drama begins for Baker as something 
simple, u non which drama tists build, learning from one another, 
and app lying individual talent fo r gaining desired ends to 
the process. 
Baker exp resses this idea somewhat obliquely in The 
Development of Shake~~ As ~ ]~atist. At the beginning 
of this book, Bak er compl a ins that much current criticism of 
Shakespeare's plays treats them as the only significant part 
of Elizabethan drama. Baker calls the view that Shakespeare 
is held isolated by the relative insignificance of his con-
temporaries, by the completeness of his own talent, and the 
swiftness with which Shakespeare dominated the stage of his 
time wholly uncritical. These views, Baker says: 
• • • neglect a commonplace as true fo r the fine 
arts as for mechanics; namely that almost never is the 
originator t he perfecter. Any great work of art is 
neither a ~ c idental nor wholly individual. It is the 
product of the individual reading on his inheritance 
4
·G. P. Baker, BET, June 7, 1902, p. 19 
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of technique and his social environment. 
highest stage in some artistic evolution. 
genuinely critical study of Shakespear~'s 
trite facts should never be forgotten. 
It marks the 
In any 
work these 
It is not a far cry from saying that drama is evolved to 
~aying that to understand drama at any point in its evolution, 
~ne must understand the aims and conditions of the drama. One 
onditioning factor should be the mode of the evolution itself. 
~ change in the aim of drama or in its conditions could brihg 
~bout a change in the drama itself. 
An example of this vrocess can be found in Baker's earliest 
~heory about the origin of drama. Baker thought that drama 
vrang from the liturgy. As Baker expressed it, "Put a drama-
~ic scheme into the liturgy and you get the mystery play . The 
aoment when the ceremony has more emphasis than the symbolism, 
6 hen we pass to the play ." 
So far, then, we see that drama is a corporate endeavor, 
nd that this corvorate endeavor follows a natural sequence, or 
n evolution. To understand any point in that natural sequence, 
paker imvlies, one must understand the conditions surrounding 
phat point in the natural sequence. 
Thus, following his implication, Baker used the d eveloping 
equence to explain the change in drama, the presence of pro-
Pessional actors. 
5
·G. P. Baker, The Development of flhak espeare, p. 1 
6
"Ibid., p . 7 
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We have seen how the plays passed from the Church to the 
Guilds. The younger gerueration, interested in the plays, 
would give themselves up to acting, become professionals. 
Strolling players , having to have a license, got some 
nobleman to patronize them. Then when the moralities came 
in, it was easy to act them because the people were in-
terested in the subject~ little scenery was required, and 
the costume, altho rich, was the costume of the day. 7 
In the quotation above, Baker introduces factors to which 
we have given no detailed consideration. While it is true that 
the idea of evolution of drama is implied in what Baker said, 
another key idea to Baker's theory of dramatic te chnique is 
also implicit. 
C. Three Conditioning Factors in Dramatic Technique 
The idea implied in the quotation above is that there are 
three conditioning factors in dramatic technique. These factors 
are as follows: 
1. The audience: " the people are interested in the 
subject':." 
2. The physical stage: "little scenery was required." 
3. Inheritance of dramatic technique: " when the mor-
alities came 1n ••• the people were interested in 
the subject." 
The fact that these conditions are not clearly stated as 
conditions of the drama shows that Baker must have worked out 
his theory from 1890-91, when Phelps wrote, until 1907, when 
Baker stated the three conditioning factors in the evolution 
of drama more clearly. Each of these factors tells us some-
l~----=---~----------------------------------------------------------------------7. 
w. L. Phelps • .££• _£it., pp. 83-84 
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~hing about the dramatist's means to achieving his ends. 
Knowledge of the audience at a given period might reveal 
~he reason for the presence of the dumb show in drama . 
• . • Tragedy sprang from the elements of pathos in 
the Mi racle plays and comes up in "Gorboduc." Sa.ckville 
and Norton (Thomas Sackville and Thomas Norton, authors 
of "Gordobuc") are University men. They deliberately 
tried to follow the classic models, altho they didn't 
succeed. No action takes place on the stage: and now 
as the English pe~ple wanted action, they had to put it 
in the dumb show. 
Knowledge of the inheritance of dramatic technique can 
reveal the ability of Shakespeare's audience to appreciate 
characterization as advanced as was Shakespeare's. Speaking 
of the time of Shakespeare's predecessors, Baker tells us that 
~he school of writers immediately preceding Shakespeare lifted 
~he audience to Shakespeare's level: 
Rapidly at that time a school of dramatics lifted a 
fairly definite audience, week by week, from absorbed 
interest in the cruder and melodramatic work of the pre-
decessors of Shakesp9are to the delighted appreciation 
of his masterpieces. 
\fuat Baker saw rather clearly was that English drama was 
!building towards an expression of beauty romantic in nature, 
!based on the workmanship of several hands. 10 The workmanship, 
jWas that of the university men, who very nearly dominated the 
8
·rbid., pp. 110-1 
9
·ibid., p . 109 
10
·For a brief biographical sketch of each man, in the 
prder in which his name occurs, see Appendix III 
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theatre when Shakespeare began to write plays. Giving an 
account of the role of each university man in the development 
of the drama, Baker says: ''Greene gave Romanticism and English 
life; Peele gave good workmanship ."11Lyly was to add . wit. 
Greene helped to establish blank verse as the expression of 
the drama, to which Marlowe was to give tremendous passion, a 
sense of beauty, a further improvement of verse, analysis of 
character, a sense of the irony of life, sustained pa ssions, 
and a keen reflection of contemporary life. 
D. Elizabethan Evolution and Dramatic Technique 
The stage was set, then, as Baker saw it, for Shakespeare 
to enter. As Baker saw drama in his earliesttheory, the 
~nglish drama had proceded from the simple action of the 
~irgins coming to the tomb of Christ in the Quem Queritis 
trope 1through the simple acts of the miracle plays to the 
beginnings of a sense for characterization in the plays of 
Greene and Marlowe. 
So far, Baker had expressed an idea of evolution of drama 
as a possible ke y to its development from simplicity to com-
~lexity . To understand a given point in this evolution, Baker 
implied, one must understand the aims and conditions of the 
~heatre . The aim of the drama had been fi r st spectacle or 
ceremony, and had proceded from symbolism in the ritual of the 
~hurch . To understand what the roms of drama came to be at 
ll.Ibid., cf. pp. 90-l 
12
·Ibid., p. 83 
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any given point after drama left the Church, Baker implied 
three conditions had to be known: the interests of the audience, 
the bounds of the physical stage, and inheritance of dramatic 
technique. 
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III BAKER'S LATER THEORY OF DRAMATIC TECHNIQUE 
In The Development of Shakespeare ~ ~ Dramatist, Baker 
first establishes clearly his theory that " •..• rightly to 
estimate the accomplishment of Shakespeare as a dramatist, 
one must understand the public for which he wrote, know what 
was his inheritance of dramatic technique, and be able to visu-
lize his stage. 111 These were, as we have 9Ud, the three con-
ditions of the drama as Baker saw them. Baker's awareness 
of these conditions enabl~Baker to attribute Shakespeare's 
supremacy in the Elizabethan drama to Shakespeare's mastery 
of characterization. But, asserts Baker, Shakespeare evolved 
to a mastery of characterization only by gradations, gradually 
arriving at the perception that characterization is the 
subtlest form of dramatic ex~ression. 
The first gradation was the telling of the story on the 
stage. Telling of a story on stage, says Baker, was what 
Shakespeare had to do first and foremost, bec ause story-telling 
wa s what the audience that Shakespeare addressed came to 
the theat r e to see. This accounts for Shakespeare's audience 
as a condition of drama. The audience demanded that the play-
wright be conditioned to tell a story in theatrical terms. 
A. The Public of 1590 
The first point that Baker makes about the public is that it 
1
·G. P. Baker, The Development of Shakespeare, p. 7 
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The fact is , that the mood of the Elizabethan theatre-goer 
was delightfully child-like . He came, as a child comes , 
saying practically, "Tell me a story," and he cared not 
at all ~rovided the story was interestingly told , if he 
had heard another tell it before . 6 
B. The Plastic Stage of the Elizabethans 
A second factor which Baker thought was of importance to 
the unders t ,anding of Shakespeare 1 s technique was the physical 
stage for which Shakes~eare wrote . The stage became a factor in 
Shakespeare's writing style due to the flexibility and great 
freedom it gave to the dramatist . It was an intimate stage , 
Brucer pointed out, one which could get a response from an aud~ 
ience more quickly than our own: 
All this examination of detail amounts to just this . 
Though the stage of Shakespeare was different from our 
own, and though in the opening chorus of genry y he may 
have written somewh a t mournfully of " this wooden 0" when 
his company was acting at the old-fashioned Theatre , it 
was by no means ill-equipped from 1598 when the Globe was 
built and adequately responded to the developing needs of 
the drama . It did call for more sympathetic response from 
the audience than does our own; but the actors, thrust out 
into the midst of the audience as they were, could always 
get a quicker response than can our own, who are always 
framed in like a picture . In a word, the conditions of 
the Elizabethan. stage were i ntimate to an extent we 
scarcely realize and permitted a detail not always possible 
in our larger theatres . 7 
Tracing the evolution of the stage from the carts used by 
the a ctors of the mystery plays , Eaker implies that when they 
had a chance to build a home of their owr:u, actors used what 
-----·---------------·-------------------·-----------------·---------------·---·--
6 " Ibid . , p . 13 
7
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was at hand, and fitted it to their needs. 
\fuat was at hand, Baker tells us, were inn-yards, and 
bull-baiting and be a r-baiting rings: 
The rings, like the inn-yards, provided a pit, sur-
rounding galleries, the upper stage in the first gallery, 
and space for a tiring house behind the curtain of the 
stage. But the circular shape of the ring brought all 
of an audience nearer than some~re under the conditions 
of the quadrangular inn-yards, -- a decided improvement. 
There was added by the actors a long-felt want, a sort 
of hood projecting from the wall in front of the tiring 8 house ove r some third or half of the depth of the stage. 
What Baker is attempting to show us in his description of 
the physical stage of the Elizabethans is that the Elizabethans 
could characterize through the soliloquy because of the in-
timacy of the theatre, that the imagination could play freely 
in such an atmosphere, and that plasticity was an aspect of 
the theatre of Elizabethan times. 
Pressing the case for the Elizabethan stage's platicity, 
Baker sifts t he evidence that realism was hampered by the use 
of signs in the place of scenery. Sir Phillip Sidney9 had made 
the complaint against the use of signs to indicate time and 
place. The critics of Baker's time were, in some cases, using 
Sidney's complaint as a basis for saying that the Elizabethan 
theatre as a whole neglected plasticity in favor of the use of 
signs to indicate time and place. Baker's answer is that, on 
the contrary, Shakespeare's stage wa s easily adaptable to 
suggestion of realism. 
--------·~,----------------------------------------------------------------
8·rbid., p. 69 
9
"Ibid., p. 48 
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Of the signs, Baker has this to say: 
For myself, I believe that there never were signs 
saying merely, "This is a street," "This is a house," 
etc . , and that, though signs bearing the titles of the 
plays may well have been displayed, the use of signs to 
denote special0 places was old, decreasing, and by 1600 unusual. 
Scenic depth, such as that achieved in the Harvard 
University revivals of Elizabethan plays, was ~oduced 1n 
Elizabethan times by the simple use of a painted piece of cloth 
dropped behind the upper gallery. The results of Harvard's 
use of this device to create a realistic effect were, in 
Baker's opinion," ••• such as to leave any fair-minded 
observer more than ever doubtful whether the dramatist of 
Shakespeare's day could have missed the chance a painted cloth 
h . "11 gave 1m. 
Extensive use of elaborate properties contributed to 
Baker's admi~ation for Elizabethan plasticity. Baker saw the 
Elizabethan theatre-goer as one who witnessed " · •. the 
great horse of Troy on the stage and watched the Greeks steal 
out of it to surprise the city . " Other marvelous sights which 
Baker traced to the Elizabethan stage occurred when 
•• • spirits descended from the "Heavens" or ascended 
from the depths below . Transformations of persons to 
trees and of trees to persons took place before the eyes 
of the spectators. Headf 2rose from practicable wells 
and answered questions." 
lO . Ibid . , pp. 79- 80 
ll . Ibid . , p . 97 
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Baker concludes his argument by noting that the achieve-
ment of depth a nd p lasticity is also suggested in Henslowe's 
inventory which includes "· •• 
None (Moon)." 13 
the cloth of Sane (Sun) and 
Four acting areas, and three possible sets of curtains, 
Baker tells us, were Shakespeare's technical instruments throug 
most of his career. Baker qualifies this allocation of space, 
asserting that space varied in different theatres: 
I s hould not maintain, however, that this held good 
for all theatres, nor even for any one theatre through-
out its whole history. These possibilities permitted 
any skilled dramatist an 'alteration of scenes when he 
desired, bu t did not exact it as some writers seem to 
think, and allowed him to run off his play r!Jiidly, 
finishing it easily in two hours and a half. 
The conditions which the physical stag e imposed upon the 
playwright, then, were the conditions of movement and plas-
ticity. Through practice on this supremely plastic stage, 
Shakespeare came to realize that movement throughout the story 
told on stage, and variety in use of areas, kept the audiences 
interested. Consequently, Shakespeare began to fill his plays 
with incident. 
Shakespeare's use of incident implied that the incident 
would have to be woven carefully to be effective and clear. 
Oarity depended u p on a knowledge of structure, the ordering 
of incident. Effective ordering of incident depended upon 
emphasis and prop ortion of a kind which wherever used would 
13
·Ib"d 312 14 _.!._·' p • 
. Ibid., pp. 312-3 
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was small in Shakespeare's time. This was so, Baker tells us, 
because London itself numbered roughly only a hundred-thousand 
people. Baker tells us that the acting companies were "organ-
ized, concentrated, and subject to the wishes of a definite 
public." 2 
Although the Elizabethan audience demanded first a story, 
it " ••.. was not in the least exacting where our audiences today 
3 
are most exacting, namely, in the matter of a plot ." Baker 
felt that because the Elizabethan standard for judging a 
play was simply, "does it interest me?", finding a plot was 
4 
a much simpler matter than it is today. The fact that the 
dramatist was free from the search for a plot meant that he 
could spend time developing structure. 
The dramatist could re-vamp an old play, or use a tale 
or a ballad, no matter how well-known, considering it in 
terms of an audience trained to accept such procedure from its 
exp erience with the traditional morality play or the well-worn 
story of the interlude. 5 
Because the audience was known to the dramatist, and 
because it was an audience which c arne to the theatre looking 
for information of any kind, as well as for amusement, the 
playwright's task was uncomplicated. 
2 ·Th~ Develo~ent of Shakespeare, p . 8 
3
• Ibid., p. 13 
4
• Ibid., p. 19 
5
·Ibid., p. 14 
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enable Shakespeare to keep all of the involvements of the 
characters clearly in the minds of the audience . 
Thus the second condition of the stage, the conditions 
imposed by the kind of physical stage which the dramatist used, 
led back to the fundamental prob l em of characterization . 
Baker ' s conclusion about the physical stage which Shake-
speare used was that everything in the performance made the 
play the thing . On the Elizabethan stage 
no lavish scenery drew off the attention; properties 
were usually employed only to the extent that the play 
demanded; there were no " stars", and both actor and 
hearer must give t~emsel~s up to the author , the one to 
interpret , the other to understand , if the play was to 
produce its ful! effect . Is it not evident that, for the 
dramatist conditions were far better than today, indeed , 
well-nigh perfect? 
C. Dramatic Technique of. Shakespeare 
The third condition of the drama that B.aker noted was 
inheritance of dramatic technique; of the means by which the 
p l aywright tries to evoke the greatest amount of emotional 
response possible. 
That Baker wanted to be clear in what he meant by dra-
matic technique can be seen in the fact that Baker defined the 
term in every written work in which he used it . Using it for 1:tie 
first time in 1907, Baker made a distincti6n between dramatic 
talent and theatrical talent to help the reader's understanding 
of what he meant. 
15 
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By dramatic talent, Baker meant the power to project 
characters and cause them to tell an interesting story through 
the means of dialogue. The power to project characters and 
cause them to tell an interesting story through the means of 
dialogue is a p~r which the dramatist shares in common with 
the novelist. This dramatic talent is born not made. The-
atrical talent, on the other hand, is the power to arrange 
dramatic material in such a way that the presentation of the 
material on the stage evokes a response from an audience which 
the dramatist consciously intended. Theatrical talent, Baker 
maintained, can be developed. For Baker, theatrical talent 
is synonymous with dramatic technique. 
Baker tells us that there was no technique until 1580-
1585, and even then, for what there was of it one must l ook 
chiefly to Marlowe and Greene . Examination of the sources of 
the plays of Marlowe and Greene show that their shifts in 
ordering the material, their differences in ern hasis, and the 
material they developed throw light on the technique of the 
two playwrights . 17 
In other words, the fact that Marlowe consciously dis-
torted history in his use of soarces for Edward II in order 
to make the Galveston-Edward relationship theatrically 
interesting was an example of the use of dramatic technique. 
--------~-~------------------------------·-----------------·--------------
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This use of technique Baker calls selective compression because 
18 it made for unity in telling the story. 
Another device of Marlowe's for unifying the story was 
through what Baker called the app eal to a permanent instinct 
in the public, the creation of a central figure which the 
playwright keep s constantl y in view of the audience which 
gasps in awe before the character's consistency. This device 
which Marlowe used in Tamburlaine became a part of Shake-
s ~eare's inheritance of dramatic technique. Shak espeare wa s 
to use this device in Richard IIr. 19 
Greene showed a sense of dramatic technique by creating 
suspense in Friar Bacon and Friar Bun~. Within four scenes, 
sus pense was created in this manner: 
The first (scene) a rouses interest in the love story an 
introduces the two p lots - - that of the love of Prince 
Edward for Margaret and that of Bacon's necromancy; the 
second increases the interest in Bacon's necromancy and 
promises marvels ahead; the third scene comp licates the 
love plot, but offers no hint of the solution; the fourth, 
bring ing in all the remaining characters, leads the play 
as did the fi r st act, towards Oxford, threatens by 
bringing the King and the PrEce together to complicate 
the love plot, increases the desire to see what Bacon 
can do in conju r ing, and arouses national p ride by sug -
gesting a contest in necromancy between Bacon, of England, 
and Vandermast, representative of the German Emperor. 
Surely with all those reas ons for wishin~0 to see Act I I, 
suspense has been intentionally created . 
Dramatic technique had two aspects for Baker . The first 
--------------------·----------------------------·-----------------------
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aspect is the aspect we have been discussing above. Baker calls 
~his first. aspect the general laying out of a play, strategr· 
~o the immediate predecessors of Shakespeare, Baker gives a good 
~eal of credit for meeting the problems of strategy. Particu-
~arly in Marlowe and Greene, as we have seen above, Baker found 
elements of strategy. 
Baker did not see the pre-Shakespearean playwrights as 
exhibiting the more subtle aspect of technique, tacti~. Tac-
~ics for Baker meant the methods of conveying information to the 
~udienc e, of getting characters on and off the stage, and of 
creating atmosphere. Baker said of these playwrights: 
At least, then, these men were grasping the fundamentals 
of playwrighting -- selective compression, the unification 
of material which makes plot, characterization including 
motivation, and dramatic dialogue. They were acquiring 
the knowledge which any man must h ave if he is to write 
acting plays at all, and consequently were as yet stronger 
in the laying out of plays, strategy, than in tactics --
the methods of conveying information to the audience, of 
getting characters on and off the stage, and of creating 
atmosphere . By the latter, I mean witching an audience 
into believing itself in any land, rea~1 or unreal, which the dramatist may desire to represent. 
So far in this chapter, we have seen that the audience, 
according to Baker, demanded and received dramtic story-telling. 
The physical stage demanded filling up, incident, movement. 
Dramatic technique, a s it evolved from the simple ~ion of a ct-
ion in the liturgy, to story-telling, to simple characterization 
had mastered strategy, and now, in 1590, demanded the mastery 
of tactics. 
21
·rbid., pp. 29-30 
.......... 
51 
Without a master of tactics, of the methods of conveying 
information to the audience, of getting the characters on and 
off the stage, of creating atmosphere, the develo pment or 
characterization would have been stunted, and with it, the 
development of dramatic forms. Delicate characterization with 
blunt me ans of conveying information to the audience, with 
unmotivated entrances and exits, and with no view in the 
author's mind of attempting to evoke an atmosphere is incon-
ceivable. These elements are at the heart of careful charac-
terization. 
Baker expressed the plight of Elizabethan drama by insisting 
that even the greatest of the pre-Shakespearean dramatists, 
because of his frequent ineptitude in his choice of phrase, 
fell short in the matter of tactics. 
Even when Marlowe understands and feels, he often 
falls short in phra se of recreating in us instantaneously 
his thought and his emotion . A man was needed to bring 
the somewhat ragged experimentation ( of Elizabethan drama) 
to an orderly science ••. The drama, too, except in 
Marlowe, was mere story-telling. It had not gone deep 
into characterization. Moreover, except in the best men 
it was an everyday affair , with no beauty of content. 
Even in Marlowe there was not the persuasive beauty that 
raises a piece of drama tic composition to fue levelof 
dramatic art. Someone was need e2 2to chart, to develop 
and to beautify this wilderness. 
The development of form, Baker tells us, was continued, 
and fulfilled in Shakespeare's work, particularly in charac-
terization. This grasp on character was to lead to Shakes-
22
• Ibid . , p. 34 
52 
peare's discovery of tragedy. As Baker tells us: 
Shakespeare felt his way haltingly through the 
beginnings of high comedy and through melodramatic 
presentations of history to straight story-telling in 
,A Midsummer Night'.§. Drea!_!! and Th~ Merchant of Venice 
and by his thorough grasp on character in Rome~~ 
Juliet pe rhaps unconsciously discovered tragedy. 
Baker's logic in his discussion of Shakespeare's dis-
covery of tragedy implies as much as it overtly states. By 
"discovery of tragedy" Baker meant that Shakespeare's writing 
followed a kind of evolution much like the evolution of the 
English drama itself. The evolution began with lower forms 
and proceded to the highest forms through Shakespeare's 
growing awareness of the importance and challenge of characteri 
zation. Baker expresses this point by saying that the deve-
lopment of Shakespeare as a dramatist shows that 
• • . in drama characterization is the ladder by 
which we mount from lower to higher in the so-called 
forms, and that a p re-determined point of view is the 
means by which the dramatist so emphasizes his material 
as to differentiate 1n form.24 
Shakespe~re's ability to characterize wa s dep endent, 
according to Baker, u p on an orderly process of growth in 
dramatic technique, the general laying out of the play, and 
tactics, the methods of conveying information to the audience, 
of getting characters on and off the stage, and of creating 
atmosphere. Baker tells us: 
2 3
• Ibid., p. 312 
24
"Ibid., 
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••• His original equipment, as seen in the Shake-
peare of 1590-93, in its sensitiveness to impressions, 
its power of literary expression, and its human sympathy, 
was promising but not extraordinary. The fruit of the 
years of patient regard for the tastes and ideas of his 
public, of toilsome endeavor, of constant striving in many 
forms toward clearer and clearer dramatic ideals, was the 
development of inborn capacity into genius and the primacy 
of the English drama.25 
Beginning by benefitting from the work of other play-
wrights, Lyly, Greene, and Marlowe, the university men, in 
particular, Shakespeare carried their work to perfection 
through his mastery of tactics, more than through his mastery 
of strategy. Tactics, Baker implies, was the key to Shake-
peare's ma stery of characterization . Where Shakespeare 
could blend with a masterly facility the conveying of infor-
mation to an audience, the establishment of a mood, and~he 
ability to motivate the character's entrances and exits, there 
lay the springboard which permitted Shakespeare to travel in 
the realm of form wh ere no other Elizabethan had been. 
The example of Shakespeare's mastery of characterization 
which gave Shakespeare supremacy in t a ctics comes from the 
same play through which Shakespeare discovered his model form 
o f tragedy, Romeo ~nd Juliet, 26 Baker believed that 
Shakespeare's~complishment with characterization made Shake-
s p eare the first modern master of tragedy, as~ll as the 
Elizabethan playwright who accomplished most in the higher 
forms of the drama. 
25
"Ibid. p. 314 
26
·see Appendix I 
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forms of drama. As Baker says: 
Is it not logical, too, than when other men were 
busily writing the comedy of manners, as was the case with 
Jonson and Middleton and even Thomas Dekk er, or melo-
drama as with George Chapman or John Marston, Shake-
speare accomplished most in the two forms which chiefly 
depend, not on mere story, but on characterization, and 
characterization often so sub~ that it can be presented 
only by a master of technique? I refer, of course, to 
high comedy and to tragedy. In tragedy he simply has no 
rival in the English language. Within the field of 
romantic high comedy he has but one real competitor, John 
Fletcher, and no peer.27 
What Baker was driving at was that the dramatist works 
in the context of two evolutions, one personal, and one pftblic. 
In the instance of Shakespeare's development as a dramatist, 
Shakespeare worked under pUblic conditions, the conditions of 
the dramatists of the Elizabethan period, having the same 
resources as other Elizabethan dram a tists. Yet Shakespeare 
also worked under private conditions, with Henslowe's company 
for example, which would influence strongly the attitudes which 
Shakespeare would b r ing to his material. 
Baker saw Shakespeare as a member of a school of play-
wrights, actively involved in a process of working our the 
forms which Elizabethan drama was to take, in a context of 
truly professional, and truly commercial theatre. These play-
wrights, Baker tells us, "wrote with an eye single to the 
stage." They were often actors, and had, therefore, the 
double power of a ctor and playwright, a f a ctor of "immense 
importance" to the dramatist. Collaborator s, the Elizabethan 
27 .B k a er, £E· ci1., up . 312-3 
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playwrights "wrote, talked, and lived drama," from year's end 
28 to year's end, learning f rom one another at every step. 
Eaker felt that he could not ma ke a true a ssessment of 
Shakespeare's develo pment without giving consideration to the 
factors which we hav~ been dis cussing in the last two chapters. 
The factors we h a ve seen so far in Bak er's theory of drama-
tic technique, develo p ed from Baker's study of Elizabethan 
drama are: 
1· Baker's idea that the English drama evolved. 
2. Baker's idea that to understand the evolution of the 
English drama one must understand three conditioning 
fact ors in drama: the public, the stag e, and the inhe-
ritance of dramatic technique . 
~· Baker's idea of the way in which the conditioning 
factors of Elizabethan times effected one dramatist, 
Shakespeare. 
i · Baker's idea that characterization is the key to 
Shakesp eare's contribution to the evolution of Eng lish 
drama inasmuch as th r ough characterization Shakesp eare 
discovered tragedy and achieved most in high comedy. 
~. Bak er's idea that characterization is the ladder by 
which one ascends from lower forms to hi gher forms 1n 
drama. §. Ba k er's idea that characterization is effected through 
facility in strategy, the general laying out of the 
play, and through facility in tactics, the skillful 
establishment of mood, conveying of information to the 
au dience, and getting characters on and off the sta ge. 
As Baker saw it, then, Elizabethan drama was not some-
thing which existed in the vacuum of t he printed page, but 
something effected by a body of p eople, guide d by the drama-
tist, in a theatre, and before a definite audience. Because 
it wa s an audience that the dramatist h a d to witch into 
acce pting the mood that the dramatist wished to create, 
28
· rbid., pp . 15- 7 
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dramatic technique became . for Baker, the means through which 
the dramatist bewitched his public. 
D. Baker's Theory of Dramatic Technique 
Baker's theory of dramatic technique was essentially an 
intellectualized account of how, in the past, playwrights had 
bewitched audiences, together with a set o f principles by 
which the bewitching might be reueated in the future. As a 
teacher of playwrights, as an intellectual of the theatre, 
Baker's r ole in the American theatre became that of dis-
ciplinarian. 
The playwright Sidney Howard , at a meeting of the National 
Theatre Conference in 1935, commented upon Baker's role as 
disciplinarian of the theatre . 
In a rambling way, he (Howard) tried to tell the 
things he remembered as they came to him (of Baker). He 
(Howard) said that every age of the theatre has its 
disciplinarians, those who direct its aspirations . For 
a past generation, he thought, Augustin Daly and David 
Belasco had done this. For his own day, he said, the 
two had been Arthur Hopkins (a fam~s producer-director) 
and G.P.B. (George Pierce Baker). 29 
It seems almost as though in response to the producer, 
Arthur Hopkins' famous book of 1918, How's Your Second Act? 
that Baker published in 1919 his final statement of his theory 
in a book entitled Dramatic Technigue. 30 Hopkins had chal-
lenged Baker's whole conc ept of teaching dramatic technique 
in How's YouE Second Act? by saying: 
29
· Kinne, ~· cit., p. 289 
30
·George P . Baker, Dramatic Technique, (Houghton-
Mifflin Co., The Riverside Press, Cambridge, Mas$., 1919). 
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We of the theatre are touching the public mind, and 
if we complain of our state it is because the public mind 
has sounded ours. 
It isn~i drama schools ~ want £_E ~~ in~­
wrighting. Ali ~hese ~ nure ly surface-scraping efforts 
that get nowhere. What we need is a thorough mental 
house-cleaning. We need someone to bring home to us 
clearly that ours is a profession that deals solely with 
the public mind. It is that which we must satisfy, and 
tlte ornly instrument that we can employ is our mind-- the 
mind of the theatre-- high in purpose, high in per-
formance-- for the low mind must fail, must destroy 
itself. 31 (Italics mine.) 
Baker was the first to admit that instruction in tech-
nique could do little for the dramatist whose technique was 
highly individual. Baker based his w~ole theory of technique on 
the premise that the development of technique followed an or-
derly process of growth in each individual dramatist. It 
should be painfully clear by now from our consideration of 
Baker's reactions to the Elizabethan theatre that Baker was 
quite conscious of the role of the public mind in the dev-
elopment of the technique of the dramatist. 
32 In Dramatic Techniq~, as we have pointed out above , 
B'aker offered to help the would-be playwright from blind 
groping in the ways of technique to a technique based on the 
practice of others. In other words, Baker's theory of technique 
was grounded in the history of the dramatist and his public . To 
develop a technique which is highly individual, Ba~er thought, 
required frequent consultation between the student and the 
------~----------·----·---------·------------------------------------------41 31. 
Arthur Hopkins , How's Your Second ~ct?, ( Philip 
Goodman Co., New York, 1918), p:--37' .---
32. 
Supra, p . 7 
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teacher. Baker's book could help the dramatist who wished 
to profit from the historical uses of technique. 
The man who grows from a technique which permits him 
to write a good play because it accords with historical 
practice to the technique which makes possible for him 
a play which no one else could have written, must work 
under three great masters: Constant Practice 3 Exacting Scrutiny of the Work, and, above all, Time.3 
A major difference between Baker's theory of dramatic 
technique and that of the traditional drama critic was Baker's 
complete lack of concern with the definition of the so-called 
forms. \fuereas a traditional drama critic would begin a 
theory of technique by defining tragedy, comedy, farce, etc., 
Baker constantly pointed out that forms were discovered in the 
theatre only after they had evolved. Thus Baker's subject 
in Dramatic Technique was the fine art of playwrighting, 
rather than the liberal art of literary criticism. 
Baker wanted to show that the theatre public played a 
definite role in the evolution of playwrighting, that dramatic 
form changed with public taste, and the playwright could 
write seriously for the public if he could adapt the means 
by which he achieved his effects to public taste. Yet, Baker 
felt, the dramatist must be a leader rather than a follower 
of the public: 
If a general principle might be laid down here, it 
would be something like this: "If you wish, first write 
down your play so that you feel it is something clear 
and convincing, as well as something that moves to 
laughter or to tears. Before, however, it is tried on 
33. k . t G. P. Ba er, ££· ~--·' p. vi 
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the stage, make su r e that you have considered all 
details in so deta ched a way that you have a right 
to believe that, as a result of your careful revising, 
it will p roduce with the public the same interest, 
and the same emotions, to the same degree, as the 
original version did with you.34 
Baker had learned from his Elizabethan studies that the 
key to effective playwrighting was motivation, for it was 
through motivation that the playwright produced his effects 
on the theatre audience. Baker makes this point in Dramatic 
Technique: 
Indeed plausibility and clearness go hand in hand 
as tests of motivation. Accoun t i ng for the deeds of 
any particular character is easy if the conduct rests 
on motives which any audience will immediately recognize 
as both wide-spread and likely to produce the situation. 
It is just here, however, that national taste and 
literary convention complicate the work of the dramatist. 
One of the chief elements of the genius of Shak espeare 
is his power to transcend momentary conventions, fads, 
and theories, and to discern in his material, whether 
history or fiction, eternal £!incipals of conducts. 
Thus he wrote for all men and for all time. In Love's 
Labour'~ Los1 he wrote for a special audience, appealing 
to its ideas of style and humor. In Twelftg Night he 
let his characters have full sway. 'fuich is the more 
alive today? 35 
The principles of conduct of characters on the stage, 
then, was Baker's subject in ll~tic Technique. The conduct 
of the characters led properly to the evocation of a mood, 
i.e. of an emotion. Thus it was the playwright's task to 
evoke an emotion from his audience. To successfully evoke from 
the audience emotion required that the dramatist know his 
medium, the theatre. 
34
·Ibid., p. 517 
35
·Ibid., pp . 260-263 
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To summarize: accurately conveyed emotion is the 
great fundamental in all good drama. It is conveyed 
by action, characterization, and dialogue . It must 
be conveyed in a space of time, usually not exceeding 
two hours and a half, and under the existing physical 
conditions of the stage, or with such changes as the 
dramatist may bring about in them. It must be conveyed 
not directly through the author (as, for example, in 
the novel -- ed. note), but indirectly through the 
actors. In order that the dramatic may become theatric 
•.• the dramatist must be made to meet all of these 
conditions successfully. These conditions affect action 
characterization, and dialogue. A dramatist must study 
the ways in which the dramatic has been and may be made 
theatric: that is what technique means.36 
An outstanding spokesman for Baker's theory of technique 
has been John Mason Brown, a former student of Baker's, now 
a famous drama critic. Brown accounted for the way in which 
Baker put into practice his theory of technique at the 
university. 
This Professor Ba ker who dared to teach such an 
unteachable subject as playwrighting was the least 
dogmatic of men. He had no Golden Rules of Drama-
turgy ..• But he did hope to be able to shorten the 
playwright's period of apprenticeship by granting him 
the same instruction in the essentials of his craft 
that the architect, the scclptor and the musician enjoyed 
in theirs. 
There was nothing ora cul ar about his methods in these 
seminars. He did not lecture. He dodged the absolute. 
He issued no proclamations and passed no laws as to 
what dialogue, or plotting, or characterization should 
be. His distinctions between the materials available 
to the novelist and the dramatist were given in his 
book (Dramatic Technique). So to~ were his common 
sense pleas for clarity, for the scenarios he felt 
it advisable for playwrights to draft before beginning 
their actual scripts, and his endless illustrations 
of what was good and bad in dramatic practice and why. 
His program for beginners was as similar each year 
as the results were different. Invariably, the course 
36 
.1£id. ' p . 46 
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would start off with a one-act dramatization of a short 
story. Three stories, culled from anywhere, could be 
selected by each of the tyros for Professor Baker's 
approval (or his demon assistant's) and always the one 
presenting the most insurmountable technkal p roblems 
was the one chosen. Next came an original one~act play 
and, finally, by spring, a long play. As many others as 
the students happened to write and wanted comment upon 
were gladly received.37 
Brown found the practical aspect of Baker's playwrighting 
course most helpful: 
His $aker's) faith in dramatists was endless. He 
never forced them to re-write, even when it was painfully 
obvious to him as it was to everyone e lse (except the 
playwrights in question) that drastic rewriting was 
nec~ssary. His ho n e was that p laywrights would learn 
by having a real roduction in fromt of a selected 
audience , every member of which was supposed to turn in 
a criticism. Those p roductions of his~re, he knew, his 
surest means of instruction. They could teach more to 
dramatists possessed of any in3~inct for the theatre ~ 
than hours of idle theorizing . 
Thus, Baker's theory of dramatic technique, as he pre-
sented it to the playwrights under his charge was nom~~~ 
statement of theory or of principles , but an actual working 
out of the problems of dramaturgy through stage production. 
Yet Baker's contribution to the theatre remained, on its most 
intellectual mvel, the contribution of the learning which the 
theatre of the past offered to the playwrights of the present. 
To summarize the last two chapters, we might say that 
Baker formulated a theory of dramatic technique through the 
pursuit of ideas and values which Baker first discovered in 
his study of Elizabethan drama. These discoveries include: 
37
·John Mason Brown, "The Four Georges," (Theatre 
Arts Monthly, July, 1933, XVII, 7), pp . 542-3 
38
. Ibii·, p . 546 
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1. The evolution of drama. 
2. The conditions of drama: audience ( ~ublic), stage, 
inheritance of dramatic technique. 
3. How these conditions affected Shakesp eare. 
4. How Shakespeare's gras~ of character, influenced by 
the university men, created tragedy and perfected other 
dramatic forms, such as high comedy. 
5. Characterization as a ladder by which one ascends f r om 
lower forms to higher in the drama. 
6. Characterization as effected through strategy and 
tactics, the elements of dramatic technique. 
7. Dramatic technique as a useful object of study in 
itself for the modern dramatist, both in theory and in 
practice. 
Through these discoveries, Baker wa s enabled to see that 
the end of playwrighting was the creation of emotion, and that 
the means of creating emotion on stage wa s an art, susceptible 
~ ~ o study to the same degree as any other fine art. 
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"IV THE UNIVERSITY PLAYWR.:J:GHT'S SENSE OF FORM 
AS IT REFLECTED UNIVERSITY TRAINING 
This chapter intends to consider: 
1 •• The impact of the university pla~vrights on the form 
(comedy, tragedy, etc . ) of the popular drama a Elizabethans . 
2 •• How this impact relates to the role which the un-
wersity played in developing playwrights for the popular stage . 
3 •• The impact of the American Baker students on comedy 
and tragedy-- Behrman and O'Neill as examples . How Baker's 
training relates to what his students accomplished. Finally, 
the ideas which Baker borrowed from the Elizabethans which he 
suggested to his students-- i .e. how Baker applied Elizabethan 
theatrical values in a practical way to the study of play-
writing in the twentieth century . 
Recognizing that the impact, the training, and the cir-
cumstances of theatrical production were quite different in un-
iversities of the two ages under consideration-- Elizabethan 
and Modern American -- this chapter is an attempt to reduce the 
university-theatre relationship to its least common denominators 
in order to point up the essential similarity of effect which 
the universities of both ages had upon the theatres of both 
ages. The reason for pointing up this similarity is to suggest 
that neither phenomenon of the universities producing eminently 
successful playwrights happened purely by ch ance . In both ages, 
the motivation, the means and the times made the university 
trained professional playwright a possibility. 
64 
A. The Impact of the English University Playwrights 
In the development of comedy, Baker considered only 
three of the ~enaissance University Wits to have been of great 
im~ortance. The three were Lyly, Greene, and Peele. As 
Baker said: 
Passin~ through the hands of Lyly, Greene and even 
Peele, it (the English drama) comes to Shakespeare some- 1 thing quite different from what it was before they wrote. 
I 
1 Speaking of Lyly, Baker asserted (in a study of Lyly 
I which prefaced Baker ' s edition of Endymion) that Lyly suc-
ceeded in all of the literary fields into which he ventu r ed. 
Reasons for Lyly's importance to the study of English drama 
were many, according to Baker. 
A student of Bnglish prose must careful l y consider 
his (Lyly' s) style and its effects on writing from 1580-
1590 .•• Because of the relation of Lyly's work to the 
development of the masque in England, because of his 
real wit and humor, his important part 1n establishing 
prose as the form for comedy, his lyrics, his part in 
the development of the companies of children, his 1n-
fluence upon fellow-dramatists and successors, and par-
ticularly upon Shakespeare, a student of the Elizabethan 2 drama must give Lyly and his work careful consideration. 
Though Baker did not contend that Lyly's style was 
original, Baker did think that, of the reasons given above for 
the im~ortance of Lyly to the development of English drama, 
the combination of Lyly' s wit and humor, and Lyly's use of 
l.G. P.Baker, "Plays of the University Wits," (The 
Cambridg~ Bistory of English Literature, Volume V, Part-O~e, 
New Yom; The Ma cmillan Press, 1939}, p. 159 
2
•G,P.Baker, Lyl~ En~ion, (Henry Holt and Co., 
U V".,~·lr 1 QOA \ I" l vvv.; v - --
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indulges in it occasionally; but Lyly carries it to 
excess. As to alliteration, it is not to be found in 
Guevara for the reason that the Spanish language scarcely 
admits of it .•. Guavara occasionally marks his anti-
thetic words by rhymes; instead of rhyme Lyly uses 
alliteration, and uses it also in excess. His alliteratior 
too, is not what we usually mean by the word, but, usually 
transverse alliteration, i.e. "Although I have shrined 
thee in my heart for a trustie friend, I will shun thee 
hereafter aS a trothlesS foe. nEl -
Baker points out in the paragraph following the quotation 
immediately above that Lyly was not the first in England to 
show characteristics of Guevarism in his prose, since Roger 
Ascham and George Pettie had exhibited different aspects of the 
style inaugurated by Guevara . 
Really, then, what Lyly did was not to offer a new 
style, but to carry to excess and to make popular a 
style given him by others. Lyly's prose is, as Professor 
Hart has said, "Guevarism carried it its climax," and 
he made the style a literary fashion, evan as today 
Maurice Maeterlinck, though by no means the first sym-
bolist, has done most to give symbolism vogue. Harvey's 
words, then, are strictly true: Lyly but "hatched the 
egges his elder friends laide;" but he brought into 
popularity as an English style what, in Spain, Guevara 
had used in its chief characteristics, in England 6 Ascham had tried a little and Pettie had copied ..• 
In Lyly' s comedies, Baker saw Lyly's greatest, if in-
direct, effect on Literature. Baker felt that Lyly contributed 
strongly to the use of the masque through his allegorical 
treatment of the subject at hand. Baker saw that Lyly' s use 
prose in comedy, original as it was, led to the general 
adaptation~f prose as the vehicle of comedy by 1600. 
5
"Ibid., pp. clxxxi-clxxxii 
6
"Ibid., pp . clxxxii-clxxxiii 
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It is clear, however, that Lyly did much to es-
tablish prose as the method of ex~ression for comedy. 
Those dramatists who preceded him, most of his con-
temporaries and some of his successors in the drama, 
tried to put their comedy into jingling rhymes or 
blank verse. Lyly did his work, with one exception, 
inprose, and by 1600 prose was pretty much accepted 
as the best form for comic scenes. 
Prose, then, was Lyly's first contribution to the 
development of comedy in Elizabethan times. Lyly's second 
contribution, according to Baker, was wit and humor as opposed 
to horseplay and coarseness of language. 
• • • if the intentionally amusing scenes of Lyly 
are compared with those in other ~lays from 1580-1590, 
it will at once appear that in most of the plays of 
other writers the comedy, when it is not a somewhat 
clumsy co~y of scenes in Plautus and Terence, is coarse-
ness or horseplay, but that in Lyly's scenes, even if 
the pun and the equivocace are somewhat overworked, and 
the fun occasionally becomes a little labored, have 
real wit, humor, and amusing characterization. His 
pages and nimble-witted youngsters are very clever, 
and stand betwe en the auda cious and mendacious slaves 
and boys of Plautus and Terence and the wags and wits 
of Shakespeare.8 
Though Lyly's style was at first the heavy-handed pointed 
antithesis of Guevara, Baker thought that Lyly's style 
gradually grew simpler. 9 The third characteristic of Lyly's 
style which contributed something to the drama which followed, 
besides the two we have mentioned, the use of prose, and the 
use of wit, was Lyly's lyricism. 
Baker accounts for the presence of the lyric in Lyly' s 
work by recalling that Lyly's plays were ~roduced most often 
7
"Ib1·d., 1 P• c XXXV 
8
·rbid., pp. clxxxv-clxxxvi 
9
·ibid., p. clxxxiv 
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at St. Paul's, and acted by the choir-boys of that church . 
• • • Chances to make use of his (the choir-boy's) 
well-trained voice were not to be missed, and therefore 
songs were written for him to sing. No one did so much 
as Lyly to make the choir-boys prominent as actors, and 
his plays and those of the men who copied his work are 
especially full of lyrics.lO 
Of the traceable influence of Lyly in specific instances, 
Baker points to The Maid's Metamorphosis, an anonymous play 
produced at St. Paul's, and printed in l60o; 1 as an example, 
and says that: 
.•. Johson's Cynthia's Revel~ plainly shows his 
(Lyly's) influence; it has been generally supposed that 
Peele's The Arraignment of Par is does also. Indeed, 
nearly all of the plays written between 1580 and 1600 
for children to act show signs of his influence. Cer-
tainly the master dramatist (Shakespeare) knew Lyly's 
work and wa~ not unwilling to borrow from it. The 
resemblancefbetween the spirit of some of the punning 
scenes of pages of Lyly and scenes in Shakespeare's 
work has often been pointed out. (Compare the dialogue 
of Lucio and Petulius, Midas, Act I. Sc. 2, with that 
of Launce and Speed in (Shakespeare's Two Gentlemen of 
Verona) the scene of the watch in (Lyly'S) Endymion -
strongly suggests the talk of Dogberry y~d Verges in 
(Shakespeare's) Much Ado Ab out Nothing. 
Examples of the influence of Lyly upon Shakespearesuse 
of dialogue can be seen especially in Twelft~ NigQ!· Baker 
tells us that where Lyly used dialogue 1n Act III, Scene 2 of 
Gallathea to express an idea indirectly, Shakespeare used 
exactly the same indirection in Act II, Scene 4 of Twelfth 
At the 
Baker gives us the dialogue: 
10
·Ibid., p. clxxxvi 
11
·cf. E. K. Chambers, Th~ Elizabethan Stag~ (Oxford: 
Clarendon Press, 1951), VoJume IV, p. 386. 
12. G.P.Baker, ££· cit., p. clxxxvii 
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In Act III, Sc. 2 of Gallathea is this dialogue between 
Phillida and Gallathea, two girls 1n the disguise of 
youths . 
"Phil. Have you a sister?" 
"Gall. If I had but one, my brother must needs have 
two; but p ray have you ever a one?" 
"PHil. My father had but one daughter, and therefore 
I have no sister . " 
A very similar situation and the same thought were in 
Shak espeare's mind when he made Viola say to the Duke 
(Tw£lfth Night, Act II, Sc . 4) 
"I am all the daughters i~ my father's house, and 
all the brothers, too." 
In all Lyly' s use o f th e lyr i c, Baker found parallels 
in Shakes -peare : 
For instance, Pandor in Act I II, Sc. 2 of (Ly ly's) The 
Woman in the Moon, says: 
"Wilt thou for my sake g o into yon grove, 
And we will sing unto the w·ild bird' s note." 
Certainly this much resembles the words of (Shak espeare ' s) 
Ami ens' song, 
"Who loves to lie with me, 
And tune his merry not e 
Unto the sweet birds throat 
Come hither, come hither, come hither." 14 (As Yo_!! ~ike It, Act II, Sc.· 5) 
Another examn le Baker p rovides for us as follows: 
Trico, too, in Act V, Sc . 1 of (Ly ly's) Alexander~~ 
Campaspe says: 
"Brave pricksong ~ Wh o is 1 t now we heare? 
None but the lark so shrill and clear; 
How at heaven's gate she c iaps her wings, 
The mourne not waking till she sings . " 
--------------------------- - --------·---- -·--- -
13 ·Ibi~ . , p . clxxxviii 
l4.Ibid., p. clxxxvii 
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prose, brought Lyly to a perception of style which was so 
often imitated that Lyly became an important stylist in Eng-
lish drama. 
The model for Lyly's style was the ]ial for Pri~ of 
Don Antonio de Guevera, Bishop of Guadix and Mendosa, 
published in Spain in 1529. Numerous editions of it were 
printed, and it was translated into many languages. The 
first English version, that of Lord Berners, appeared 
in 1534. Fourteen more editions of this translation 
appeared between 1534 and 1588. In 1557 Sir Thomas 
North issued a new translation, b a sed on an augmented 
ve r sion of Guevara's work. This translation also went 
through many editions •.• In its rontents Euphues, 
(Lyly's first published work, a novel) ••• 1s a mere 
imitation of North's translation of Guevara •.• 3 
Guevara's idea, as Baker saw it, was to rival the Latin 
authors such as Cicero, by inventing a style in which rhetorica 
finish could be achieved through a lavish use of pointed 
antithesis, an opposition or contrast of word, emphasized by 
the position of the words and clauses 1n the sentence structure 
Guevara further emphasized the contrasting words by giving 
4 them rhyme or assonance. 
Lyly, Baker saw as early as 1894, far outstripped his 
master, Guevara. Baker says of Lyly: 
He carries the device of antithesis to such a pitch 
that word balances word, phrase balances phrase, with 
the monotonous regularity of a pendulum. Not unf r e-
quently the balancing words contain exactly the same 
number of letters ! He abounds in the rhetorical 
question . To Guevara's style he adds two features: a, 
play of words often amounting to downright punning ; b, 
alliteration,. As to play on words, Guevara himself . 
3
·Ibid., p . clxxx 
4
·Ibid., p. clxxxi 
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Instantly the lines of Shakespeare recur to us: 
NHark; hark; the lark at heaven's gate sings, 
And Phoebus 'gins arise." 15 (Cymbeline, Act II, Sc. 3) 
Thus, Baker perceived that the impact of Lyly was no 
small effect on the Elizabethan theatre. Baker saw that Lyly 
influenced greatly the theatre of his time by his us e of ,prose, 
by his wit and humor, and by his use of the lyric. Furthermore 
Lyly influenced his age by his work with the child actor, and 
by his use of allegory, affected for which the masque would 
take. 
Greene's role in the development of comedy was to supply 
the elements of high comedy lacking in the work ~f Lyly, but 
present in the work of Shakespeare. Baker explains that 
jyly's work in comedy supplied, besides the elements of style 
outlined above, a specific group of people treated in comedy 
and a sense of pure beauty. 
As Lyly had broken the 'vay for high comedy by his 
dialogue, the group of people treated, and his feeling 
for pure beauty, so Greene broke the way for it on the 
side of story -·- an element which was to play an im-
portant nart in Shakespeare's romantic work. He sup-
plied just what Lyly lacked, complicated story a nd 16 
verisimilitude, and, above all, simple human feeling. 
Greene's contribution to high comedy, according to Baker, 
is more easily traceable as a contribution of dramatic tech-
nique. The reader will recall from the p revious chapter that 
15
"Ib"d l ... 1 ., p. C XXXV111 
16
·G. P. Baker, "The Plays of the University Wits," 
p. 155 
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Baker thought Elizabethan technique discoverable chiefly in 
the work of Marlowe and Greene. 
That it (technique)must be sought in the work of these 
two men (Marlowe and Gre ene) is tru e mainly because if 
one is to understand the technique of any dramatist, one 
must know the sources of his play and must study them in 
connection with the ulay evolved from them. His shifts 
in order, the differences 1n emphasis, the material 
develo ped or supplied -- all these matters will throw 
light u p on the technique of the dramatist himself. We lack 
this source material fo r Lyly and Kyd ; and Pee le shows 
but little technique. It 1s just because such comparative 
study of the sources and the completed work h a s been 
neglected that people have been so ready to assume that 
Shakespeare is really the creator of the Elizabethan 
drama -- even if ty't term is confined to the technXal 
side of the drama. ' 
Baker found that Greene's technique could be traced 1n 
his plotting; in the shifts of emphasis which Greene gave to 
the material with which he worked . Baker gives examples of 
Greene's technique from Frier Bacon and Ja~~ IV. 
Nashe (Thomas Nashe, one of the University Wits) called 
Greene "a master of his craft" in the art of plotting . 
This merit in him has not been enough reco gnized; but 
any careful comparison of sources and plays in the aase 
of Frier Bacon and James IV will show that he was alive 
to the-essentials of good-play-writing and sensitive to 
the elements of inhe rent or potential interestin his 
material. In Frier Bacon, he develops the mere hint of 
the old romance that a maid Mellisant had two suitors, 
and that she preferred the gentleman to the knight, into 
the somewhat idyllic incidents of Margaret af Pressing-
field, Lacy and the king . He shifts the order of the 
stories at will and binds together rather sKillfully 
those he selects. He adds several characters; and he 
vividly develops others only barely suggested. In the 18 
opening act, he cleverly creates interest and suspense. 
17
·G. P. Baker, The Development of Shakespeare As A 
Dramatist, p. 21 
18
·G. P. Baker, "Plays of the University Wits," p . 154 
For an account of the way in which Greene created suspense, 
cf. ~pra, p . 47 
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What Baker is implying here is that Greene's handling 
of his material could have served as a model for Greene's 
contemporaries. The important consideration for the Elizabetha 
playwright was effective story-telling, not originality of 
plot . Accordingly, the sou~ce of the story mattered little if 
the dramatist could make the story theatrically effective. 
To see clearly what he (Greene) accomplished for 
dramatic comedy, one should compare his J a mes IV with 
Common Conditions, Greene took over the mad romanticism 
of the latter production of which Peele was already 
making fun -- all this material of disguised women 
seeking their lords o1tovers, of adventure by flood and 
field -- but, by infusing into it sympathetic and 
imaginative chara cterisation, he transmuted it into the 
realistic romance that reaches its full development in 
Shakespeare's Twelfth Night, .Qymb~line and The Winter's 
J:al~. 19 
Baker believed that Greene set the pattern for condensing 
effectively the story which the Elizabethan playwright so 
frequently adapted for the stage . JaQ!~IV is an example ofr 
this condensation. 
In James IV, he (Greene) shows right feeling for 
dramatic condensation by representing the king as in 
love with Ida (daughter of the Countess of Arran) even 
at the time of his marriage with Dorothea (daughter of 
the English King) , thus getting rid of the opening 
details of Cinthio's (i . e. Giraldi Cinthio, the Italian 
authorof Heccatommiti, the literary source of James IV), 
story. By making Ateukin (the villain, a court para-
site) witness the collapse of his plans rather than hear 
--·------~~----------------------------------------------------·--------
19 "lbid . , See Elizabethan Club Reprints, no. 1, (Yale 
University Press, New Haven, 19~ Common Conditions, (ed.) 
C. F . Tucker Brooke 
20
· G. P . Baker , QE · cit . , pp. 154- 55 . A more detailed 
discussion of Greene's use of his source for James IV can be 
found in T . M. Parrott's Shakespearean Comedy~xford 
University Press, New York, 1949) pp . 84 ff. 
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Ta~, a pleasant spoof of the romantic drama (e.g. ££~~~ 
Conditions) of the time, was the product of Peele's desire to 
express humor through a medium more subtle than that of the 
buffoonery-filled pre-University Wit comedy. 
Yet, if careful phrasing could lead to satire for 
Peele, careful phrasin~more imuortant result for the develop-
I ment of comedy was, in Baker's view, Peele's "exquisite 
feeling for the musical value of words." 
He shows a real love of nature, which, breaking free 
from much purely conventional reference to the nature 
gods of mythology, is phrased as the real poet phrases 
. . • the following lines from ~he Arraygnment of Paris 
show Peele at his best, as he bre aks through the fetters 
of conventionalism into finely poetic expression of his 
own s ensi ti v1observation: 
No t Iris in her pride and bravery, 
Adorns her arch with such variety; 
Nor doth the milk-white way, in frosty night, 
Appear so fair and beautiful in sight, 
As done these fields, and groves, and sweetest bowers 
Bestrew'd and deck'd with parti-colour'd flowers. 
Along the bubbling brooks and silver glide, 
That at the bottom do in silence slide . • . 
And round about the vall~ as ye pass, 
Ye ne ~~f£!_~~g_flowers the grass . . . 23 
Throughout his writing about the Elizabethans, Baker did 
not intend to dogmatically state that the qualities we have 
mentioned above were the only qualities that each one of these 
University men possessed, but merely that Lyly's wit, his use 
of p rose, and his lyr icism, Greene's potting, and Peele's 
sense for the~usical value of words comprised the chief 
characteristic which each man gave to the development of 
comedy. 
---------~~- --------------------·-------------·----------·---------------·------23• Ibid., p. 147 
75 
In tragedy, the University men were less successful as 
a group, that is to say, the University Wits, Nashe, Lodge, 
Lyly, Peele, Greene, wrote no significant tragedy. Of this 
group, only Greene tr1ed to develop tragedy. Baker records 
the results of Greene's attempt at tragedy 1n a statement which 
has met with unanimous critical approval. 
Alphonsus bears on the title of its one edition, 1599, 
the words, "Made by R.G." (Robert Greene). Neither its 
exact sources nor the original site of performance is 
kno,m. It is evidently modelled on Tamburlaine, aiming 
to catch some of its success either by direct, if 
ineffectual, imitation, or by burlesque. Its unprepared 
events, its sudden changes in character and its general 
extravagance of tone, favour the recent suggestion that 
it is burlesque rather than mere imitation. Here is no 
attempt to visualize and explain a somewhat complex 
central figure, in itself a great contrast with Tambu~­
laine. Rather, with the slenderest t hread of fact, 
Greene embroiders willfully, extravagantly. The charac-
ters are neither real nor clearly distinguished. What-
ever may be the date of the play in the car ee r of Greene, 
it is from its verse and its lack of technical skill, 
evidently dramatic early work. 24 
If the University Wits could find no representative in 
their ranks to meet the exacting demands of tragedy, there was 
I a university man, whose character study and whose tragic sense 
could bring him to make the first steps in the direction of 
tragedy, Christopher Marlowe. 
This right f-eeling for tragedy appears first in 
Marlowe's Tamburlaine. In Part I all the important 
events ~ring from the hero's lust for geographical 
conquest. Part II shows a struggle between an indivi-
dual and his environment in the sense of the working of 
the unseen forces which govern life and death. That is, 
he (Marlowe) is the first man to look behind the indivi-
24. Ibid., p. 152 
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dual not for mora~~zing but as a means to convincing 
characterization. 
Baker's work with Marlowe led Baker to express a 
definition, although Baker himself would probably never have 
called it that, of Elizabethan tragedy. 
That is, even when Shakespeare was working in 
Richard III and the mrlier forms of Henry V, the English 
drama had begun to grasp the idea of tragedy -- a seguence 
of serious episodes leading to a catastrophe and all 
causally related. Yet it was evident only in Marlowe, 
and with him was only just beginning to deal with 
ordinary human passions rather than extraordinary, such 
as Tamburlaine's greed of conquest, Faustus's mad love 
for all possible knowledge . The tragic in history had 
be en understood for centuries, but except for Tamburlaine 
and Jdward II, hist~~ical tragedy was in 1595 ayet to 
be moulded from it. 
In Tamburlaine and Edward II, Baker discovered Marlowe's 
technique, Marlowe's chief gift to ~lizabethan tragedy, prin-
cipally because it was a gift which Shakespeare and those who 
followed Shakespeare could borrow. One of . aker' s two examples 
of Marlowe's technique should suffice to illustrate Marlowe's 
use of technique. 
It is, however, in Bdward II that Marlowe's feeling 
lor dramatic technique best reveals itself. Seeking to 
hasten the movement of his play, he constantly condenses, 
playing false with history. For example in Scene 2 of 
Act III he deals with the death of Gaveson (King Edward's 
parasite) which occurred in 1312, the protest of the 
Banons against the Spencers which occu rred in 1319, 
and the incident of the lands of Lord William de Bruse 
which took place in 1321. This scene also shows his 
care for motivation. By making the King heap honors on 
the old Spencer, and in his natural anger and pique take 
25
·G. P. Baker, The Development of Shakespeare As A 
Dramatist, p. 259 
26
·IbiQ., pp. 259-60 
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the you~g Spencer at once into Gaveston's place, Marlowe, 
though playing fast and loose with historical time, 
motivates the prompt tr ansferal of the hatr ed m' the 
Barons from Gaveston to Spencer . 27 
The reader should notice that Marlowe's accomplishment in 
tragedy, was, like Gr e ene's accomplishment in comedy, the 
organizatian of plot structure. The importance of plotting was 
as far as aker was concerned, the importance of the play . 
Through effective plotting, the dramatist achieves the sequence 
and emphasis necessary for the successful evocation of an 
emotional response from his audi ence. 
Perhaps the most marked instance of technique in 
Edward II is that Marlowe, in his desi re to unify his 
material attains to plot. In Holinshed, Marlowe's chief 
source in this play, the story of Gaveston and Edward 
is finished some time before that of Edwa r d and Sp encer 
begins. Marlowe saw that to write first the story of one 
favorite and then the story of another, would mean a play 
lacking vari e ty, a shift of interest on the nart of 
the audience midway, and troublesome exposition part way 
through the play as to the origin of this second 
favorite. Therefore he ch e erfu lly remakes history. 
With him the Sp encers become followers and admirers 
of Gaveston, just the p eople to whom Edward would turn 
when their friend, his favorite, is put to death. For 
similar reason s, the older and younger Mortimer are 
present even in the opening scene of the p lay, though 
histo r ically they f i rst appeared at court much later. 
In order to make them p rominent he (Marlowe) g ives them 
the oath-taking really belonging to t he Earls of Pam-
broke and Warwick. He completely changes history by 
putting these two Mortimers in the same relation toward 
Gaveston that they really bore only to young Sp encer. 
All these changes make for unification, for real plot-
tin~or naturalness of conduct; but they also mean a 
fine disregard for historical sequence and fact. Surely 
no man would make all these change s unless he felt them 
to be needed. But why ne ed ed? ~~us~th~give him an 
emotional re~~e which the~~ence and~hasi~ in 
Holinshed could not give him on the sta~. 
27
·G. P. Baker, Dramatic Technique in Marlowe,pp .l79-80 
28
"Ibid., p. 180 
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of it, as in the story, he meets the eternal demand 
of an audience to see for itself what is important in 
the motives of a central figure.20 
Baker summarizes Greene's contribution to English comedy: 
In other words, he is no haphazard dramatic story 
teller; for his own time, he is certainly a master in the 
craft of ~lotting.2l 
If, then, Lyly contributed wit, the use of prose, and 
lyricism to English comedy, Greene's contribution of plotting 
1n such a way that an audience might see clearly the motives of 
a central figure was no less great. 
The third playwright of the University Wits mentioned by 
Baker as being of some import ance to the develo~ment of comedy 
was George Peele . Peele's contribution to comedy was primarily 
to be foun~in his a~preciation of the musical value of words. 
Like Lyly, Peele demonstrates a more subtle approach to 
humor,and appreciates the worth of careful ~hrasing. 
He does not get his fun solely from time-honored 
comic business, or clownery, but from dramatic irony 
in the contrast of romantic plot, and realistic diction 
-- indeed, by contrasts in material, in method, in 
characterization and, even, 1n phrase . This is Peele's 
contribution to that subtler sense of humor which we 
have noted in Lyly. In Lyly, it leads to high comedy: 
in Peele, it finds expression in dramatic criticism.22 
By this statement, Baker meant that Peele's _The Qld Wives 
21
·G. P . Baker, QE• cit., p. 155 
22
"Ibid., p~ . 146-7, The best evidence for this state-
ment lies in a sim~le reading of the text of The Old Wives Tale. 
An essay which contributes well to an understanding of the 
~lay, and a suitable text of the play, can be found in C. M. 
Gayley, ReBresentative E~g!ish Comedies, Vol. I, (New York, 
The Macmillan Co., 1903), ~P · 341 ff. 
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Thus Baker demonstrated that the impact of the university 
men on both comedy and tragedy in Elizabethan times could be 
illustrated through a consideration of the approach of the 
Elizabethan university men to dramatic t e chnique. It is clear 
that Baker's theory of dramatic technique held that the key to 
lasting drama was characterization. Speaking of the changes 
wrought by the universi. ty men in 3.enaissance drama, Baker 
showed that they produced a group o f plays: 
.•• in which any constant attendant at the theatres 
who aimed to be a playwright might distinguish certain 
principles, permanent and ephemeral -- though he could 
not distinguish between them -- which could steady him 
as he moved to an accomplishment more significant than 
any which preceded him on the stage for which he was 
writing.29 (Italics mine) 
In the quotation above, the "constant attendant at the 
theatres" to whom Baker was referring was Shakespeare. Baker 
is implying here that the university men contr~buted something 
in the way of the principles of playwrighting to Shakespeare's 
development by exercising the practice of thos e principles 
on the stage. 
The idea of a grasp of principles presupposes a critical 
frame of mind, for without criticism no principles can exist. 
We have alluded above (Dramatic Techn i que of Shakespeare, p. 
45 ff.) that Shakespeare's immediate predecessors, particularly 
Marlowe and Greene, were, in Baker's words : 
29
"G. P. Baker, The Development of Shakespeare As A 
Dramatist, p. 35 
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grasping the fundamentals of pl aywri ghting --
s e lective compression, t he unification o f material which 
makes plot, characterization includ ing motivation, 
and dramatic dialo gue. They were acqui r ing the knowledg e 
which any man must h av e is he to wr ite a cting pl a ys at 
all . . . 30 
Th e point we should like to establish in t his section 
0 ollowing lS that the training which playwrights r eceived at 
Ghe Elizab ethan universities led to t he d evelopment among 
1niversity p laywrights of a critical frame o~ind. In other 
~ords, university tvaining caused the playwri ghts produced by 
~he universities to analyze what it was that they were doing. 
B . The Role of the Unive r s ity I n The 
Development of the Playwright -- Elizabethan Period 
By 1590, when Shakespeare began to p roduce his plays, the 
[tradition of the p opular drama had been wel l established. It is 
~mportant to recognize that, despite th e influences of universit 
nen, the translations of the cl a ssics, the a llego r ical court 
arama, the Italian sto ry , the t h eatre tradition was a po pular 
tradition which absorbed various influences without a change 
n its essential n ature until the closing Of the theatres in 
642. As Professor Holzknecht of New York University pointed 
out: 
Thus, by Shak espeare's time, the traditions of a 
vigorous no pular drama we re firmly established. Its range 
was that of Elizab ethannife itself, f r om the glitter of 
t he court to the rural \i f e of En g l and the the bustle 
and merriment of London. Shake s peare accepted it and 
tried his hand at nearly everything that was known to 
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to the contemporary stage. 1 ~efore him always lay the 
example of classical experiment, the allegorical court 
drama of Lyly, the realism and the humour of Grenne, 
the fire and passi on of Marlowe, the chronic§ ! histories, 
the romantic wor o f Italian story -- in short, an in-
finite variety ol dramatic art that is unparalleled any-
where . He led the way to no new dramatic form that was 
untried before, and he experimented with no new subject 
matter. Instead, he perf e cted what he found, expanded it 
into a universal picture of human life, and through his 
imaaination, his poetic gifts, and his broad outlook, 
explored the nobility and the failings of which men and 
women are capable.31 
The difficulty in studying the relationship which exist ed 
between the tradition of th1Popular theatre and the university 
in F. lizabethan times lies in the fact that the popular theatre 
ex~ressed at its best the humanistic values cultivated by the 
~enaissance university, while the university , loathing the 
show business aspect of the po pular theatre, disavowed any 
relationship to the popular theatre. (cf. supra pp. 24-5). 
The university played the triple role of its influence on 
the theatre of: 
1. Preserving and cultivating a classical tradition. 
2. Producing plays, thus serving as an experimental 
theatre. 
3. Producing cultivated men, who,having no means 
of self-support, were driven to write for the 
stage as a means m self-preservation 
Let us consider these roles separate!~. 
The university cultivated and preserv ed a classical 
tradition which, beginning in fourteenth century Italy, slowly 
mad e its way to sixte enth c entury Engl and. The nature o f this 
Renaissance as it involves drama was that of a thr e e-~ronged, 
creative, critical, and interpretative attack upon the so-
31 · Karl J. Hol~knecht, The Backgrounds of Shake-
r..,.r Vn.,.lr A.,.,',.. .,. . .;,...,.._ U nnlr (',... (It:: \ ..-. -QQ I TI1 
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called classics of Greece and Rome. Translating, criticizing, 
and imitating the classics, the ~enaissance tradition was, from 
the beginning, more literary and artificial (if we can think 
of love of the classics as an artifice affecting a revival 
of their ~o~ularity), than organic, natural and evolving like 
the Bnglis~popular drama. This last distinction is of great 
importance for an understanding of · the growth of the r~nglish 
povular drama, because it suggests that the wedd ing of criti-
cism with unrestrained creativity in the E~izabethan drama 
might be explained in large part by the role of the Elizabethan 
university in the preservation of classical culture, and in 
the transmuting of that culture to the populac e . 
Th e story of the transmission of the Italian love of the 
classics to the ~nglish university curriculum is so old and 
so well-known that one can e asily choose arbitrarily a critic 
of English drama to ml it. A critic who tells the history of 
the Renaissance movement to :ngland r ather clearly 1s A. J. 
Symonds in his f amous book, Shakespeare's Predecessors. 
The Revival of Learning may be said to h ave Q egun 
in Italy ear ly in the fourteenth century, when Petrarch, 
by his study of Cicero and Bocaccio, by his exploration ~ 
Greek literature paved the way for discoverers of MSS. 
like Pogio and Filelfo, for founders of libraries like 
Nicholas V. and Cosimo de'Medici, for critics and trans-
lators like Lorenzo Vall a , fo r poets like Poliziano, 
for editors like Aldus Manutius, and for writers on 
philosophy like Ficino and Cristfero Landino.32 A new 
type of education sprang up in the universities and 
schools of Italy, supplanting the medieval curriculum 
of Grammar, Logic and Rhetoric by a wider and more genial 
study of the Greek and Latin authors. This education, 
reduced to a system by Vittorino de Feltre at Mantua 
32
·see Will Durant , The t enaissance. Simon & Schus te r, 95 3. 
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and developed in detail by the wandering professors, who 
attracted scholars from all countries to their lectures in 
the universities of Padua and Bol ogna, Florence and 
Siena, rapidly spread over ~ ~rope. Grocin (1442-1519) 
and Linacre (1460-1524) transplanted the study of Greek 
to Oxford, whence it spread to Cambridge.33 
In England, two widely separated factors helped the 
spread of classical learning, the foundation of Duke Humphrey's 
library at Oxford in 1444, which provided scholars with a 
34 
store of classical and Italian works, and the social as-
pirations of Henry VIII. Of the latter development, Symonds 
tells us: 
The royal family and the great nobles of England, 
vying with the aristocracy of Mantua and Milan, instituted 
humanistic tutors for their sons and dau~hters. The 
children of Henry VIII, the Prince Edward, and the 
Princesses Mary and Elizabeth, grew up accomplished 1n 
both ancient languages. Lady Jane Grey preferred the 
perusal o f Plato's "Phaedo" in her study to a hunting 
party in her father'spark. Queen Elizabeth turned from 
consultations with Cecil in the affairs of France and 
Spain to read Demosthenes with Ascham ... Meanwhile 
large sums of money were being spend on educational 
foundations; by Wolsey at Christ Church, by Edward VI 
in the establishment of grammar schools, by Colet 1n 
his endowment of st. Pauls. A race of excellent 
teachers sprang into notice, among whom it may suffice 
to mention Nicholas Udall , a oger Ascham, William Camden, 
Elmer, the tutor of Lady Jane G§5Y' and Cheke the 
lecturer on Greek at Cambridge. 
Thus, with the means at their disposal, (teachers, books, 
funds) and with the motivation (social advance at court) it was 
natural for the scholars of Oxford and Cambridge, particularly 
the gentlemen scholars, to pursue the liberal arts, through 
the classics, if only for pragmatic reasons. Imitation of the 
33
·A. J. Symonds, Shakespeare's Predecessors,( London, 
1884, Smith, Elder & Co.,) pp. 212-3 
34
·cf. Boas, University Drama 1n the Tudor Aae,p.l5 
0 b"A. J. Symonds,££· cit., pp. 213-4 
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1. The division ofplays into acts and scenes, requiring 
stric~ planni ng beforehand, leading to better drama 
from thecriticial point of view. 
2. The recognition of a definite line of cleavage 
between comedy andtragedy . 
3. Th e introduction of classic models broadened the 
range of the drama as m~ch as it developed dramatic 
art. Civic types came to replace old ethical 
abstractions. 
4. Th e acquisition of several new types of plot. The 
motif of mistaken identity is an example.38 
Thus the unive r sity's preservation of t h e classical 
tradition led to the critical frame o1mind exhibited by 
Nashe above, as well as by all of the university wits, 39 
led to the inclusion of the study of classical drama in the 
curriculum, and led to the adaptation of fundamental technique 
of classical drama to the popular drama. 
This was the first way, the preservation and cultivation 
of a classical tradition, in which the uniyersity influenced 
the developm ent of the playwright. We shall see, 1n the 
fourth part of this chapter, that Baker followed the broad 
lines of the Renaissance university tradition of drama as 
professor of Harvard and Yale. Baker also preserved 
39
·An admirable discussion of the roles played by the 
various University Wits in the development of Elizabethan 
literary criticism can be found in H.O.White, Plagiarism 
and Imitation, (Harvard University Press, Cambridge, 1935, 
Volume XII of Harvard Studies in English), especially 
chapter III, "The Theoryof Imitiation from Sidney to Jonson," 
pp. 60-119. E . K. Chambers, The Elizabethan Stage, Vol. IV 
{Oxford University Press, Oxford, 1945) Appendix C "Documents 
of Cri ticism ", suggests possible source material for a full 
development of t he subject; cf. pp . 184-259. A good deal 
of critical material from the university men is included in 
T.W.Baldwin, On the Literary Genetics of Shakespeare's PlaY§., 
(The University of Illinois Press, Urbana, 1959). Earlier-
~mr.c.F.Tucker Brooke. op. cit •• pp. 148-51 
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and cultivated a classical or model tradition in the drama, 
and transmitted its values to this students. 
The second way in which the Elizabethan university de-
velolped the dramatist was through the production of plays. 
Like the introduction of the classics, the production of 
the classics was an idea which originated in Italy, and which 
spread throughout Europe and to England. After accounting for 
the spread of university play production, 40 Boas accounts for 
its introduction to England, saying: 
The enthusiasm of Continental humanists and reformers 
for the acting of plays as a method of educational 
training soon spread to academic circles in England. The 
statutes of several colleges proves this beyond doubt. 
Thus at St. John's, Cambridge, the regulations of 1545 
about the lord of misrule are followed by the additional 
provision that 'ceteras comoedias et tragoedias quae 
inter Epiphaniam et Quadragesimae initium in Aula 
ll . . 41 Co eg11 • . • 
What Boas describes are enactments of the various college 
to provide for the production of plays. That the reason for 
play production was educational might be seen in the statement 
of John Gager, one of the best equipped of the student-
playwrights. Gager made the statement in a letter to a 
Puritan adversary who had accused students involved in drama-
tic productions of using the productions as an excuse to 
omit Sabbath sermons. Said Gager: 
39. (cont. ) 
university men such as George Gascoigne (c. 1535-77) performed 
tasks of criticism which seem to indicate that criticism had 
become a tradition for university playwrights (See, for exampl , 
40.B oas, 
41. Ibid 
£E• cit., pp . 15-6 
n. 16 
.---
I denye that we are to be termed Q£enici or gistri~' 
for cuming on the Stage once in a yeere, or two yeare, 
sevne, ten, or sometyme twenty yeeres. As he is not a 
wrastler, that somtyme to p rove his ~rengthe, tryethe for 
fall or two . . . 
He ~rotests further that the Oxford scholars differ 
entirely from the professional ancient actors in the 'ende 
and effectes of Playings: 
'they came upon the stage ••. of a lewd, vast, 
dissolute, wicked, impudent, prodigall, monstrous humour, 
whereof no dowte ensued greate corruption of manners in the 
selves, to say nothing heere of the behowlders. We con-
trarywise doe it to recreate owre selves, owre House, and 
the better parte of the Univ~si!~' with some learned 
Poeme or other; to practyse owre own style eyther in prose 
or verse; to be well acquantyed with ~~neda or Pl~tus; 
honestly to embolden owre pathe , to trye their voices and 
confirme their memoryes; to frame their speeche; to 
conforme them to convenient action; to trye what mettell 
is in every one, and of what dispositon thay are of; 
wherby never any one amongst us, that I knowe was made 
the worse, many have byn muche the better; as I dare 
reporte me to all the Universitye , of whom some of them 
have lefte us suche domesticall examples and preceptes 
of well speakinge, as if Many that dislike such exercises, 
and others, and owre selves h a d followed; so many 
solecismes in utterance shoulde not be comitted so often 
as there are .'42 
Boas tells us of the development of the university drama 
as a pedagogical tool. 
The earliest College merriments had been frankly 
recreative. The Reformation and the Rensissance turned 
academice drama to religious and pedagogical purposes. 
But with the widening rift between humanists and Puritans 
in the later sixteenth century, Scripiural plays disappear-
ed from the University stage . It continued, however, to 
fulfil two distinct though allied educational functions; 
it was a handmaid both to scholarship and to rhetoric. It 
helped to familiarize the younger students with the text 
of the classical dramatists, with the practic e of original 
r-----39:-"[ cont. ) 
"Certayne notes of Instruction," from the Steele Glas etc.(A. 
Constable & Co., Ltid., Westminster, 1901)), pp . 31 ff-:-. 
fNashe' s summary of the worth of his predecessors in "To the 
Gentleman Scholars" also indicates the awareness of the 
University Wits of their responsibility to set themselves apart 
by reason of their education from the masses, and to identify 
themselve~ with other creative aluni of Oxford and Cambridge. 
~27lbid.' pp. 235-6 
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classics soon became the vogue in courtly circles, with 
criticism standing as the bridge between translation of the 
classics and imitation of the classics. So common had this 
imitation of the classic become that Nashe, in a preface to 
Greene's Mena~hon, complained to the gentlemen students that 
it ap-peared that the axi om "Nothing is said whi ch has not 
been said before" characterized a great deal of the creative 
work of England as of 1589. Said Nashe: 
Indeede I must needes say, the descending yeares from 
Philosopher's Athena, have not been sup-plied with such 
present Orators, as were able in anie Englands vaine 
to be e loquent of their o'me, but either they must 
borrow invention of Ariosto, and his Countreymen, 
take up choice of words by exchange in Tullies Tuscalane 
and the Latine Histrio graphers store-houses; similitudes 
nay whole sheetes and tractacts verbatim, from the 
plentie of Plutarch and Plinie, and to conclude, their 
whole method of writing, from the li berty of Comical 
fictions, that have sue c eeded to our ·i,hetori tians, by a 
second imitation: so that, well may be the Adage, Nil 
dictum quod non dictum krius,(Nothing is said which has 
not been said before) , 3 ee the most judiciall estimate of our latter writers. 
If imitation of the classics in drama could be slavish 
as in the earliest plays basing the work immediately upon 
the plays of Plautus, Terence and Seneca, definite contri-
butions were made to the develo ment of comedy and tragedy 
th h . . t t. 37 roug 1m1 a 1on. Yale's erudite scholar, C. F. Tucker 
Brooks lists these assets lent to Bnglish drama by imitation 
of classics: 
36
·T. Nashe, "To the Gentl emen Scholars," Menaphon, 
(Turnbull and Spears, Printers, Edinburgh, no date; originally 
-published, 1589), p. 7 
37
·c. F . Tucker Brooke, Th e Tudor Drama, (Houghton-
Mifflin Co., The t ive rs idePress,Cambridge l9ll)p. 147 ff. 
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composition in Latin verse or prose .• . At the same time 
it trained them in the art of declamation, in the manage-
ment of voice and 'action', ... which was particularly 
servicable to the young men of birth and wealth who pas43d 
from the Universities into the sphere ofpublic affairs. 
Thus, the University drama developed thre e important areas 
f concern for the dramatist . It develope d his histrionic 
bility, giving him the double vision which Baker considered so 
mportant to the playwright~e . the vision of actor as well as 
he vision of the trained writer, working from models which 
xhibited the playwright's organizational principles . The secane 
ay in which the production of plays helped the dramatist was 
y teaching him s po~ en rhetoric as it related to action, ex-
erience unattainable outside of the professional theatre. The 
hird way in which the production of plays h e lped the drama tist 
as by providing him with experience with original plays. The 
ramatist, seeing the play on paper produced, could formulate 
?ractical ideas as the play in which he acted or assisted, or, 
Jerhap s, wrote, found i t s way to production for an experienced 
nd, therefore, critical audience . 
It is interesting to note that we have recognition of the 
alues of play-production at the Elizabethan university from 
wr iter for the popular stage, Thomas Heywood . Notice how 
losely Heywood's appreciation of his university training 
esembles Gager's statement above: 
43
" Ibid . , pp . 349-50 
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In the time of my residence in Cambridge , I have seen 
tragedyes, comedyes, historyes, pastorals, and shewes 
publickly acted , in which the g raduates of good place and 
reputation have been specialll parted . This it held 
necessary for the emboldeningpf their junior schollers 
to arme them with audacity against they come to be 
employed in any publicke exercise, as in the reading of 
the .•. l e ctures . It teacheth audacity to the bashfull 
grammarian, b e ing newly admitted into the private 
colledge, and after ... entered as a member of the 
University, and makes him a bold sophister to argue EE£ 
and £Ontr~, to compose his syllogysmes . • . to reason 
and frame a sufficient argument to prov e his questions, 
or to defend any axioma, to distinguish of any dilemma, 
and be ab le to moderate 1n any argumentation whatsoever 
Tully, in his booke Ad Caium Herrenium, requires 
five things in an orator -- invention, disposition, 
eloquution , memor~ and pronuntiation; yet all are 1m-
perfect without t h e sixt, which is action, for be his 
invention never so fluent a nd exquisite, his disposition 
and order never so composed and formall . •. yet without 
a comely and elegant gesture, a gracious and bewitching 
k inde of action, a naturall and familiar motion of 
the h ead, the hand, the body, and a moderate and fit 
countenance sutable to all the rest, I hold all the rest 
as nothing . . • 
It (playing at the university) instructs him to fit 
his phrases to his action, and his action to his phrase, 
and his pronuntiation to them both . 44 
Thus, the Elizabethan trained its scholars' sense of 
decorum through the theatre, while providing a workshop for 
the sch olars who would become professional playwrights . In its 
career as a play producing center, the Eli zabethan university 
produced a large number of plays, of which th e hundred listed 
by J oas45 are a mere fract1"on. B th · E 1 · h d L t• ~ o 1n n g lS an 1n a 1n, 
44
·T. Heywood, Apology_for Actors, cf . Sources of 
Theatrical History, ( Published for Theatre Annual Inc., New 
York, 1952), pp. 123-4 
45
·F.S.Boas, ££cit . , pp. 385 ff . 
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translated and original, the university plays included forms 
ranging from early religious drama to tragedy, comedy, and 
satire. 
The so-called "Parnassus" plays (The Pilgramage to 
Parnassus, produced in 1598, The ~eturn from Parnassus, Part 
I, produced in 1601, and Part II, produced in 1602), of Cam-
bridge University illustrate the degree of creativity permiss-
able at the university ina smuch as they serve as allegorical 
commentaries on the plight of the scholar in E lizabethan times. 
These plays show a good deal of craftmanship, while they plead 
for subsidy for research and while they criticize the society 
of the time from the pasttime of hunting to the creation of 
art. 
A reading of any one of the Parnassus plays make it 
evident that the humanistic interest in the culture of the 
times was manifested at the universities. This humanistic 
interest in the culture of the times permitted the university 
playwright to criticize, and to develop freely nearly any 
kind of play. 
Baker was to follow the broad line of the university 
tradition, the production of plays, and was to develop through 
play production writers for the professional stage, just as 
the Elizabethan universities had. 
1. Throug~reserving and cultivating a classical tradition. 
This classical tradition led to the development of a 
critical frame of mind in its students, and provided 
playwrights and gave playwrights the fundamental elements 
of technique; i.e. the five-act structure, a sense of the 
cleavage between comedy a nd tragedy, and a broadening 
of the range of drama. 
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2. Through the production of play~. Students thus 
gained poise, a sense of rhetoric and decorum, 
experience in address ing an audience, and work with 
plays of all types in two languages. 
The third way in which the university helped to develop 
the popular theatre was through the education of cultivated 
men who were driven to write for the theatre as a means of 
self-preservation. Baker found an example of this third way 
in which the university helped the development of the pro -
fessional the atre in the work of Beaumont and Fletcher. Baker 
produces evidence for a technique carefully devised by Beau-
mont and Fletcher to please the public for which the y wrote, 
and infers that the playwrights had a half-amused contempt 
for their audience. Baker concludes: 
Does not all this look as if the two men whose 
educated sense revealed to them the weaknesses of popular 
dramatic romance said to themselves: "Romantic story-
telling the public wjll have; to contend against this 
is useless. Very well, then, it is as well that we 
should entertain them as another. But we will tell our 
extraordinary or impossible stories so that they shall 
seem as lifelike as possib le, and shall have as much 
literary quality as we can give them"? That attitude 
is certainly not unknown at the present day. These two 
men d id not believe in their romance-land, but for their 
own amusement, and the delight of the public pretended 
to believe in it. Peele , Greene, Shakespeare, b elieving 
in their romance turn it for us into reality. 
With th_is theory, that Beaumont and Fletcher wrote 
in half-amused contempt of their public, yet gave their 
artisti c best in producing what they conc eiv ed it 
wanted, it is easier to understand 3 eaumont's quitting 
of the theatrical world in 1611. He was quite a differen 
mood from that of Shakespeare or Thomas Heywood, who 
could unite in saying ---
"He who denies then theai:res should be 4 6 He may as well deny a world to me." 
46
·G.P.Baker, Beaumont and Fletcher: Plays, 
"Introduction," (London, J.M.Dent & Sons, Ltd., 1911), pp. 
xiii-xiv 
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Born the third son of Francis Beaumont, Justice of Common 
Pleas, the playwright Francis Beaumont (c. 1584-1616) entered 
Oxford in 1597, but left without taking a degree. By the 
time Beaumont was twenty-three he wa s already a collaborator 
47 
of Fl etcher. These facts seem to su~port Baker's argument 
that Beaumont was a man who would lPave the theatre when he 
no longer needed it for his ~pport, especially when one con-
siders Baker's argument: 
So, too, the outpouring of praise for Beaumont at his 
early death is easier to understand, if we may believe 
that the critical part of the public recognized in him 
not merely a charming personality and a rich poetic 
gift, but the man who had done the chief part in re-
establishing romance in the drama • • • he had gratified 
youthful amition and vanity by proving that he could 
win the suffrages of a public whose taste he despised, 
and at the same time lift it to ~~preciation of better 
art than they usually acclaimed. 
All of Baker's suggestions point to the fact that the 
university had produced in Beaumont a man who was driven to 
the theatre as a means of self-support. Yet Beaumont was 
only one example of a playwright at whom university scholars, 
in their ~ove~ and despair of advancement could look at 
in envy. 
The scholars expressed their envy in The ~etuEE~fr~ 
Parnassus, Part II: 
But ist not strange this mimick apes should prize 
Unhappy Schollers at a hireling rate. 
Vile world that lifts them up to high degree, 
And treads us down in groueling misery . . • 
With mouthing words that better wits have framed 
They ~urchase lands, and now Esquiers are made. 49 
47 • Ib. d .. 
48 __ 1_., p. V11 
49 "Ibid., p. xiv 
•ml: n ~ •-no -f'.,. ..... "' p.,.,..,.,,_c::llc:: n-r 'f'h<> ~nnraP of' 
Simony, Westminster, Archibald Constable & Co.,l895) ,p.63 
n 
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The whole body of the University Wits, as well as in-
ividual university men like Marlowe and Heywood disagreed with 
he high-minded scholars' dictum: 
Better it is mongst fidlers to be chief 
Than at plaiers trencher beg reliefe.50 
Though its education of cultivated men like Beaumont, 
yly, Greene, and the others, the university ~roduced men 
eady to write fo r the stage, lacking only the motivation. 
hen t h e motivation was provided due to th e lack of sufficient 
subsidy for men who could not find a ~lace at court, nor a 
lace in the clergy or the v rofessions, the situation was create 
hich led to the university man's participation in th e theatre. 
Baker was to continue the tradition of university training 
f playwrights by subjecting them to literature of a classic 
r model period in the drama, and by ~roducing ~lays; we have 
ointed out her e the broad lines of the university contri-
ution to the theatre in Elizabethan times. In th e section 
follows, we would like to consider the ways in which 
aker ~ursued this tradition. In the last chapter we will 
consider the ways in which Baker refined the E l izabethan con-
cept of education for pedagogical pur~os e s to includ e profes-
sional training for worker s in the theatre at the university 
level. 
50
· Ibid. 
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-C. The Impact of Baker's Playwrights on the 
Popular American Drama as it Reflected upon 
University Training 
That Baker's students of playwrighting had a definite 
impact on the development of form (i.e. comedy, tragedy, 
melodrama) in the modern American theatre is an accepted 
fact. This is evident 1n the fact that their works are 
listed 1n every history which includes the modern American 
theatre. To any experienced theatregoer, the mere mention 
of the names of Baker's most prominent students, (such as 
Eugene O'Neill, S . N. Behrman, Sidney Howard, and Philip 
Barry), represents a cross-section of the most significant 
names in the development of the native American playwrighting . 
Accordingly, the purposes of this section will be: 
1~ to indicate the nature of the new approach to the arts 
of the theatre of which Baker's playwrights were a 
prominent part, 
2 . to suggest the possible impact which Baker's 
students of playwrighting exhibited on native American 
playwrighting, 
3. to suggest that two elements of Bak er's teaching 
indicated that the impact of his students of playwrightin~ 
was not accidental, but carefully planned. 
In native playwrighting, ~ugene O'Neill and S . N. 
Behrman affected greatly the evolution of the forms of tragedy, 
51 
and comedy, respectively. Both students of Baker, these 
men were an integraJ part of a new movement in American 
51
'cf. W. P. Kinne, Ge.2.!:,ge Pierce Baker And the 
American Theatre, p. 200 
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drama. This American movement in drama was characterized 
by the ages of its members, who represent ed the generation 
born at about the turn of the twentieth century. Guided, as 
we have noted above, by disciplinarians like Baker and Hop-
kins, the movement two towards serious drama in the United 
States began to make nself felt at approximately the time of 
the First World War . After World War I the American drama 
came of age. 
The manifesto of the serious drama in America came in 
the form of a Foreword to the first edition of Theatre Art~ 
Maga~ine, published in 1916. The unsigned statement in the 
new periodical read in part: 
Theatre Arts Magazine 1s a direct outgrowth of 
dramatic conditions existing in this country today. 
For many years the established theatre, organized 
as a business, has held its great audience more or less 
securely, and has monopolized the important playhouses . 
Naturally it has made existing dramatic publications its 
trade j ournals . 1 ec ently a new generation of artist-
wo r kers -- playwrights, actors, directors, decorators 
-- has grown up on the outside, establishing its own 
experimental playhouses, and cr eating small but 
appreciative audiences. It even has pushed its way 
into certain strongholds of the older organization. 
But before its ultimate conquest of the "regular" 
theatre, the progressive group must have more experience 
-- and we believe, the solidifying influence of a 
journal of its own. 
Theatre Arts Magazine is designed for the artist 
who approaches the theatre in the spirit of the arts and 
cr~:tfts movement, and for the theatregoer who is awake 
artistically and intellectually . . . . 
To help conserve and d evelop creative impulse in 
the American theatre; to provide a permanent record 
of American dramatic art in its formative period; to 
hasten the day when the speculato r s will step out of 
the established playhouse and let the artis~~ come in: 
such are the aims of Theatre Arts Magazine. 
~Theatre Arts Magazine, (Published: Chicago, A. A. 
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Elmer Rice , the prominent playwright-exponent of 
expressionism in drama who lived and wrote during the period 
we are examining, marks the production of Eugene O'Neill's 
drama, Beyond_ige HoEizQg as a l andmark d enoting the serious 
American drama's coming of age: 
The brilliad dramatic renaissance in Europe coincided 
with the bewildering expansion of a native American drama. 
But as we have seen, the American drama in the period 
(before 1918) was, in terms of quality far inferior to 
theother literary arts and lik ewise to the contemporary 
6uro~ean drama. In fact, exactly half a century 
separates the production of Ibsen's first realistic 
play, The League of Youth, in 1869, f r om the production 
of Eugene O'Neill's Beyond The Horizon, in 1919.53 
This post-World War I drama, then, is the drama 1n which 
Baker students were to h ave so prominent a part. Behrman and 
O'Neill developed and discovered comedy and tragedy for this 
post-World War - I just as Greene and Marlowe had developed 
comedy and tragedy for the Elizabethans . The truth of this 
hypothesis we will examine in the paragraphs which follow. 
Although no formal definitive study of the evolution of 
the forms of modern American drama has, at the present time, 
be en undertaken, an excellent study of the American drama does 
exist . Professor Jose ph Wood Krutch of Columbia University 
---------------------------------------------------------------
52. (cont,) 
McClurg and CoJ, 1916, Vol . I, No . 1, p. 1. Theatre 
Art~ moved its offices to New York City in the following year . 
53
· E . Rice, The 1ivigg_Th~tre, (New York, Harper & 
Brothers, 1959), p . 112. The date 1919 disagrees with that 
of the histories listed in our Bibliography. Th e histories 
agree with Krutch, who give s 1920 as the p roduction year of 
~~yond The Horizon . 
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~ublished in 1939 The American Drama Since 1918. 54 Of the 
available critical material related to the American drama, 
this work perhaps best considers the evolution of dramatic 
form in an authoritative, detailed historical context, ~aying 
~articular attention to the total Picture of dramatic form 
as it had evolved in the serious American drama . 55 
Krutch notes that the native American playwrighting 
since 1918, wh ile making itself acceptable to the Euro pean 
dramatic standards, produced no impact comparable to that of 
Shaw or Ibsen. Yet, adds Krut ch, where permanent achievement 
have been made 1n the American drama, they have been made 
by playwrights like O'Neill and Behrman, who attained to 
recognizable forms, such as comedy and tragedy. 
Of the impact of these on the whole of American play-
wrighting, Krutch states: 
The contemporary theater seems, on the whole to have 
found a place for the best our playwrights could produce, 
and that best was not only good enough to challenge 
com~arison with the best of contemporary American 
literature in other forms, but also good enough to win 
for the first time wide European acceptance of the 
American play. Yet the fact remains that no playwright 
who has emerged since 1918, not even O'Neill, has 
~roduced an impact even remotely comparable to that 
54
·J. W. Krutch, The American Drama Since 1918, (New 
York, Random House Inc., l9"'39') ________ _ 
55·No other book has the sort of focus on form 
demanded by our subject. Cf. H. M. Jones, Guide to American 
Literature (Harvard University Press, Cambridge, 1959), pp. 
70-l for a typical list of the available works on the 
American drama . 
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-56 produced by Ibsen or Shaw. 
Krutch points out further that it was chiefly 1n the 
work of Behrman and O'Neill that a high degree of technical 
skill which led to the development of form in the American 
theatre could be found. 
On the other hand, it 1s worthy of remark that the 
playwrights whose names most persistently reappear in 
any discussion of the possibly permanent achievements 
of the contemporary drama are those in whose work the 
formal element in most conspicuous •.• Mr . O'Neill's 
tragedies are genuine tragedies, and Mr . Behrman's 
comedies genuine comedies because, despite the fact 
nei ther could have been written in any age except this, 
~hey_achieve the formal ~rfection of one of the classic 
~atte~ns and produce an effect of completeness and 
finali~y possible only when such a pattern has been 
evolved.-s7 (Italics mine) 
In other words, Krutch is implying that the technique 
of Behrman and O'Neill led them to something classic, something 
which might serve as a model, something evolved, and something 
universal. The universality attributable to the evolved 
forms of Behrman and O'Neill , Krutch finds 1n the way in 
which each playwright achieves his effects. Behrman and 
O' Neill designed their plays to evoke a response from an 
audience. They key to the universality of Behrman and O'Neill 
lies in the fact that the plays they wrote evoke the humorous 
or tragic response which the playwrights intended. As Krutch 
tells us: 
56
·J. w. Krutch, £.P• ci~., p. 310 
57
"Ibid., pp. 311-2 
98 
I 
The characters of Mr . Behrman speak with a precision 
which suggests less the way wits actually talk than the 
way we~ish that they_would. The characters of Mr . 
O'Neill speak a language aEErOEriate to the Eassions ~hey 
feel rather than to the milieu from which they come:n 
"[Italics mine). 
To express what Krutch is saying 1n still another way, 
we might say that our reaction as an audience to the plays of 
Behrman and O'Neill is to feel that there is something "very 
true" about the way in which their characters behave. This 
"very true" reaction which an audience feels 1n acce pting 
something as comic or tragic is the common denominator of what 
critics mean when they think a classic 1s universal . The 
classic which i.§. universal evokes a "very true" reaction from 
its audiences. Let us consider how the classic or model 
Renaissance drama might be compared to the development of 
form in the native American drama beginning with comedy. 
G. P. Baker detected Greene's tendency to plot his plays 
well by motivating his characters well. It was Greene's 
ability to plot which Shakespeare inherited; a nd it was the 
ability of Peele and Lyly to render humor without horseplay 
that made the plots of Greene and Shakespeare superior to the 
plots of mere horseplay h umorists . Krutch motes that Behrman 
did much the same thing for American comedy . 
. . . from the very beginning it was evident that he 
(Behrman) had accepted and assimil ated the Comic Spirit 
so successfully that he could write with a clarity of 
r--·--------------------·-----------------·-----------------------·----·------------~ 1 
58
· Ibid., p. 313 
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thought and feeling unrivaled on our stage. Farce, 
burlesque, sentimental romance, and even satire are 
with us common enough. They are, as a matter of fact, 
natural expressions of that superficial tendency toward 
irreverance which overlays the American character. 
Embarrassed by deep feelingor true comedy, we take refuge 
in the horse-play of farce or the ambiguities of 
"sophisticated" romance, wh e re the most skittish of 
charac ters generally end by rediscovering a s enti-
mentalized version of the eternal verities. But the 
remarkable thing about Mr . Behrman is t he unerring way 
in which his mind cut thr ough the inconsistency of 
these compromises . • . 59 
The decision Behrman made as a playwright which dis-
tinguished him f rom other playwrights of his time that he chos 
to allow the audience to judge his charact e rs not by their 
heroism, but by their intelligence, by the motivations which 
brought them to the action of the comedies . Because it is of 
the essence of high comedy to aim at the intelle ct, Behrman's 
first play, The Second Man , which aims at the modern in-
tellect, represents to critics Behrman's working out of the 
60 formula for high comedy in twentieth century terms. 
Like Mr . Behrman himself, his hero (Clark Storey) 
belongs to a society which still pretends rather 
successfully to affirm its faith in idealism. Romantic 
love, for example, is $ill theoretically so tremendous 
a thing that no man or woman worthy of the name would 
hesitate to give up everything else in its favor. Life, 
below even the frivolous surface of fashionable 
existence, is supposed to be real and supposed to be 
earnest. But our hero -- a second-rate story writer 
-- has brains enough to know, not only that his stories 
are second-rate, but als o that he does really believe 
what he is suppos ed to believe . . A "second man" 
inside him whispers the counsel of prudence, and common 
sense tells him that he does not really prefer love to 
comfort, or exaltation to pleasure. The only integrity 
~~ ·Ibid ., p . 181 
·cf. Comedy, "An Essay on Comedy" by George Meredith 
edited by Wylie Sypher, (New York, Doubleday & Co . , Inc . , 1956) 
roo 
he has is the onlY_Qne which is necessa!Y_!£~~ic 
hero -- the one which makes it imEossible for him to 
£~~-E£~i~-EYE£Crite •.. or ... so to befuddle 
himself with sentiment as to conceal from even his own 
mind the fact that he is making one choice while EEetendi~ 
to make the other . . . "Life is tragedy to those who 
feel a comedy to those who think.u61 
In other words, Behrman's achievement in the field of 
comedy was to raise its level from that of low comedy to ~he 
level of comedy of wit in the American theatre. We have seen 
that Baker showed how Renaissance university men made a 
similar contribution to the English popular theatre. Thus, 
the ~nglish popular theatre was obviously the classic or model 
theatre which Baker helped to conserve. 
In tragedy, Baker's student, O'Neill, accomplished most 
of the native American playwrights who attempted work in the 
tragic genre . Though Eric Bentley, one of ou r most important 
drama critics disagrees with Stark Young and with Krutch about 
the degree to which O' Neill attained tragedy, Bentley admits 
tfuat his assessment of O'Neill is g rounded in Bentley's 
personal distaste not only for O' Neill, but for the age in 
h . h 0 I N "11 t . t . 6 2A B tl . t d t w 1c e1 was ry1ng o m1rror. s en ey po1n e ou : 
If one does not like O'Neill, it is not really he 
that one dislikes; it is our age -- of which like the 
rest of us he is more the victim than the master.63 
--------------------------·-----------·---------------·---------------·----------
61
·J. W. Krutch , ££• cit., pp . 183-4 
62
·For the variance of critical opinion, cf. Stark 
Young, l~Q~tal_§Q~Q~, (New York Charles Scribner's Sons, 
1948), pp . 132 ff .. See als o Eric Bentley, In Search of 
Theatre, (New York, Alfred A. Knopf, 1953), p. 233 ff., and 
J. W. Krut ch, ££• ci!., p. 73 ff. 
63
·E. Bentley, Q£· cit., p. 247 
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Krutch bases his assessment of O'Neill's accomplishment 
in tragedy oryone play, the immortal M££Eging~~£~es_El~ctra. 
Mr . O'Neill is not, of course, our only playwright to 
attempt tragedy or near-tragedy. He is, however, the 
only one who h a s devoted himself consistently to the 
single task and hence the only one whom one thinks of 
primarily as a tragic writer .•. Both as an int~.!_ectual 
and as an ~~ional conception Mourning Becomes Electra 
at least is in the true grand manner. To fi~in it any 
lack one must compare it with the very greatest works 
of dramatic literature , and to do that is to realize that 
the one thing conspicuously missing is language ... 
If the language came, we should be swept aloft as no 
Anglo-Saxon audience since Shakespeare's time has had 
an opportunity to be. But no such language does come 
and MQ£Enigg_riecomes Electra remains, therefore, only 
the best tragedy in English which the present century 
has produced. That is the penalty we pay for living in 
an age whose most powerful dramatist cannot rise above 
prose. 64 (Italics mine) 
As an intellectual conception, O'Neill's tragedy is 
significant because of its use of well-known source material, 
the Electra myth pr eviously explored most notably by the 
classical Greek dramatists, Aeschylus, Sophocles, and 
E • Td 64 ur1p1 es . 
Mou£ging Beco~Electra nevertheless represented an 
emotional effect which could serve as a catalyst f or the 
modern philosopher. As Stark Young so gracefully expressed 
the idea: 
In Mournin~comes Electra Mr . O'Neill comes now 
into the full stretch of clear narrative design. He 
d i s cover s that .in._ e xp ~..§ s ill . ....J2§ t t Q.I!Ll i e s _i!!,Q_."QQ.§. s i _!ti:.li~Y 
of all that parallels life, a form on which fall inf1nite 
shadings and details, as the light with its inexhaust-
able nuances and e lements appears on a wall. He has 
--------~~·--------·----------------------·--------------------·------·------64•F d' . f O'N 'll' h t th or a 1scuss1on o e1 s approac o e 
mate r ial, see Stark Young, QE· cit., 
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come to what is so rare in Northern art, an understanding 
of the depth and subtlety that lie in repititiun and 
variation on the same design . . . 
As to the depressing element of M£~rnig~£Q~ 
Electra, I have only to say that it seems to me above 
everything else exhilarating . . . When the play ended, 
and the last Mannon (family around whom O'Neill's play 
revolves) was gone into the house, the door shut, I fPlt 
in a full, lovely sense that the Erinyes were appeased 
and that the Eumenides, the Gentle Ones, passed over the 
stage.65 (Italics mine) 
As far as the strictly native American playwrighting was 
involved, then, apart from comparison to the greatest drama, 
it should be clear that O'Neill's influence is unmistakably 
Gargantuan. Like the earlier university man, Marlowe, O'Neil 
had visions of the ma gnitude of life, as well as of its pathos. 
Because O'Neill had not the advantage of blank verse, it is 
probable that O' Neill's accomplishment will be considered 
greater than Marlowe's by the future critics of drama. For 
O'Neill expressed his vision of tragedy to an audience whose 
demands were far more complex than were those of the 
Elizabethan story-lovers. 
We hav e seen so far that two students of Baker re eived 
critical acclaim of their work in comedy and tragedy, S. N. 
Behrman and Eugene O'Neill respectively. The point should be 
clear that the work of these two men stands out from that 
of their American peers b e cause th e ir works were able to con-
vey to a complex audience a sense of the traditional forms 
of drama adapted to modern modes of thought. 
65
·Ibig., pp. 138-9 
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The discussion has centered around Behrman and O'Neill 
here merely to indicate the major impact of Baker 's $udents. 
Philip Barry and Sidney Howard are names equally recognizable 
to the experienced member of the modern theatre audience . 
Consequently much has be en said through the pages of Theatre 
Arts, and 1n the various histo r ies of the theatre listed in 
the Bibliography at the end of this work about their contri-
butions to drama. Our intention here has been to focus upon 
th e Greene - Behrman, Marlowe -O'N e ill relationships to show 
that what Baker saw in the Elizabethans could be seen from the 
vantage point of still later years 1n the work of Baker's 
students. 
Despite the fact that our concern has not been for 
completeness, the point that Greene and Behrman, Marlowe and 
O' Neill were university men who contributed to a growing sense 
of form at times when the playwrighting of a nation was still 
1n the formative stage is of considerable importance. This 
uoint is important because 
1. Baker first grasned the significance of Greene and 
Marl owe in the development o f Elizab ethan forms of 
comedy and t ragedy ; 
2. The fact that Baker's students accomplished something 
similar for the American drama, each according to his 
talents, sugg e sts that Baker offered ~rinciples which 
guided his students to the evolution of form. This 
suggestion implies that there exists a nexus between 
the principles which Baker derived from his study of 
Blizabethan drama and the principles followed by Baker's 
students in their practice of playwrighting. 
Whether consciously or not (and one is inclined to suspect 
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the former), Baker set his students in the direction of forms 
of comedy a nd tragedy . Baker did this by recr eating the 
broad lines in the tradition of the E lizabethan university 
by: 
1. Preserving a classical tradition. 
2 . Producing drama. 
The classical tradition which Baker preserved was at 
first the E lizabethan drama, simply because E lizabethan drama 
was Baker's field of study and teaching at Harvard . Later, 
in 1 9 19 with th e publication of Dram a tic Tec hnique, Baker used 
not only E lizabethan drama, but al so all forms of drama from 
Aeschylus to Knoblock's Kismet as illustrati ons of successful 
development of dramatic form, each satisfying the demands 
peculiar to its audience . 
This use of material which wa s universal in scope led 
Baker to distinguish t hree sorts of technique: the unive r sal, 
the special, and the individual, dramatic technique. As 
Baker said: 
Too many people do not realize that dramatic technique 
-- methods and devices for gaining in the theatre a 
dramatist's desired ends is historically of three k inds: 
universal, special and individual. First, there are 
certain essentials which all_g£od plays, from Aeschylus 
to Lord Duns~, share at least in part . They are the 
qualities which make a play a play. These the tyro must 
study and may copy. To the discussion and illustration 
o f th e se th ed arger part of this book iS devoted. 
Sec ondly, there is the ~cial technique of a period, 
such as the E lizabethan, the 2 estoration, the period 
of the Scribe and his influence, etc ..•• 
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The chief gift of the drama of the pa st to the young 
playwright, then, is illustration of what is essential 
in drama. This he safely copies. Study of the technique 
of a special period, if the temper of his ·public closely 
resembles the interests, prejudices, and ideals of 
theperiod he studies may give him even larger results. 
Such close resemblence, however, is rare. Each period 
in part demands its own tech nique ..• Resting on what 
he knows of t he elements c~mmon to all good drama, 
alert to the significance of the hints which the special 
practice of any period may give him, he thinks his way 
to ~ew methods and devices for getting with gi~~bli£ 
his desired effects . Many or most of these the other 
dramatists of his day discover with him. These,-which 
make the special usage of his time, become the technique 
of his period. 
Perhaps, however, he has added something in technique, 
Earticul~rly_Qis_£~, to be found in the plays of no 
other man. This, the _1hird~_E!_.Qf_}echnigu~, is to be 
seen especially in the work of the great dramatists.66 
This, then, was the way in which Baker chose to express 
in its final form, at any rate its final form 1n a book, the 
heritage of cla ssical drama for the mod ern dramatist. The 
classics were for Baker models of form, models of comedy and 
tragedy. From dissection of past ideas of come dy and tragedy, 
Baker thought, the young playwright coul d quickly learn the 
essential s of form. The fact that Baker considered form to 
be of such import a nce that the thought that the young 
dramatist must study its classical models indicates that Baker 
approached playwrighting from a carefully considered point 
of view. 
-----------------------------------·-------------------------·-------------------
66
' ·G. P. Baker, Dramatic Technique, (Boston, 
Houghton-Mifflin Co., 1919), pp. 2-4 
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Recognizing that the essentials of drama were emotion 
and action, 67 and recognizing that emotion and action were 
best sensed when observed in a theatre, Baker quickly organized 
a play-producing organization to supplement his course in 
playwrighting. In doing so, Baker, again, whether consciously 
or not, was following an earlier university tradition, begun 
at Oxford and Cambridge in Elizabethan times. 
The nature of Baker's activities as a teacher of play-
wrighting differed from the earlier Elizabethan tradition 
in that Baker's activities were carefully designed to assist 
1n the nractical application of principles of playwrighting 
for the professi onal theatre, while the E lizabethan tr a dition 
of urriversity playwrighting was anti-professional. Thus 
Baker's play-producing organization intended not primarily 
to amuse or entertain, but to teach through practice, and 
to exneriment. 
Baker's play- producing organization was called, 
ap-pr opriately enough, the "47 Workshop" after Baker 's course 
in playwriting , English 47. First given at Harvard in 1905, 
the cours e wa s called "Drama 47" when Baker later gave it a t 
Yale. Let us consider the values which Baker might have 
derived f r om the Elizabethans first in his playwrighting 
course, and then, 1n his play-pro ducing organization. 
----·--------------------------------------------------------·----------------------·-
67 
"lbig., Chapter II, "The Essentials of Drama : 
Action and Emotion," p. 16 ff. 
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The values which Baker saw in the Elizabethan theatre 
which Baker applied to his playwrighting course are as jlllows: 
1 . The idea that the El ay as the author wrot e it 
should be the focus of attention for the play-producing 
team : designe rs , production people, director, etc. 
(V. supra, p . 45, where Baker is quoted as saying: 
"Is it not evident that, for the dramatist (of Eliza-
b ethan times), conditions were ... well nigh perfect?" 
This i dea implied for English and Drama 47 that the play-
wri ght was to have a vision and integrity of his own, and was 
to consider himself the artist most responsible for the 
audience reaction to his play as presented. Considering him-
self in a position of such responsibility, the whole approach 
of the playwright to his task would be much more serious than I 
the approach of a playwri ght who consider e d himself the me r e 
tool o f t h e p roducer or director. 
For the play-producing organization, the "47 Workshop," 
for example, the idea implied that all the arts o f the 
theatre woul d be g iven over to expressing the play as the 
dramatist saw it. As Baker said in his first publication 
of the plays of the 47 Workshop: 
The fundamental principle of the 47 Workshop -- and 
to this it has held throughout its history-- has been 
that everyone frommrector to stage hands must cooperate 
in Qutting the play upon the stage as the author sees 
it.6'8 
Thus Baker's students could take their work as seriously 
68
·G. P . Baker, Plays of the 47 Workshop, (New York, 
Brentanos, 1918), p. ix 
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as they wished, and could depend upon a producing organization 
to give the play as much of the author's vision as it could. 
2. Baker 's idea that the Elizabethan dramatist had 
an advantage over the modern dramatist because the 
Elizabethan dramatist usually began writing for the 
stage simply by adapting a story, while the American 
dramatist was expected to spin out a new story. 
(cf. ~pra, p. 39 ff.) 
Baker thought that adaptat ion of story gave the Elizabetha 
dramatist add ed opportunity to discover dramatic technique. 
Once the playwri ght b egan to consider how he might best tell 
the story which he was adapting on the stage, the playwright 
was considering dramatic technique; the ''ways, methods, and 
devices which the dramatist employs to achieve his desired 
effects in a theatre. This idea of adaptation which Baker 
first obs e r ved at work in the Elizabethan drama, Baker applied 
to English 47 and Drama 47. (cf. supr~, p. 59) Thus Baker made 
the first assignment for his course in playwrighting the 
adaptation of a short story. 
3. The idea of a double vision; i. e . the idea that 
the playwright was best served by the Elizabethan drama 
in the fact that the playwright wo rked in the theatre, 
and often k new an art of the theatre other than play-
wrighting, such as acting. (cf. supra, p . 52) 
Thus Baker subjected his playwrights to theatre training, 
by suggesting that they learn something of the va r ious a rts 
o f the theatre, other than playwrighting. As Bak er said: 
It will not hurt any ambitious young playwright to 
try his hand a t every one o f the activities connected with 
such an organization as the 47 Workshop, thou~h it is 
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not easy to make him understand this . If he has shifted 
scenery, he will make few, if any, unnecessary demands 
for elaborate and heavily constructed pieces . When he 
has had his part in the handling of stage properties, 
he will n ot call for them to an unnecessary extent, nor 
will he clutter his stage with what is artistically 
undesirable. When he has assisted in lighting, he will 
be less likely to ask the light man to provide the 
atmosphere and the subtler gradations of feeling which 
it is his business to provide by the text. Studying 
rehears a ls, he will better und e rstand the value of the 
spoken word, and will come to see why it is not wise, 
as a rule, merely to sketch in his characters, trusting 
that he can be provided with so admirable a cast that 
each actor will fill out his part in a wa69perfectly 
satisfactory to the somewhat lazy author. 
Thus Baker showed his concern for the details of 
technique, and for the importance of the theatre training 
for the would-be playwright. This training provided the 
playwright with what Baker considered training of inestimable 
value. 
4. The idea that playwrighting was a process which 
demanded time not only for the development of the 
playwright, but for the (cf. p. 34 ff.) development 
of the age. 
Baker expressed this idea, as we have seen, first in 
"Dramatic Technique of Marlowe ," and later in The Devel£,E-
ment of Shakespeare As A Dramatist. The importance of the 
idea that time is involved in the d evelopment of dramatic 
technique was that it permitted Baker's students to hope, 
and to grow . As Baker tells us: 
------------·----------·--------·-----------------------·------------------
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Little by little the writer will gain a curious 
subconscious power of using almost unthinkingly the 
principles he needs, giving no thought to those not 
needed .•.. With each new effort, the rules which have 
become so troublesome will become more and more a matter 
of habit ••.. Then and only then will he wr ite with 
the art that conceals art ; and it only when he has 
attained to delight i n the difficulties of the art he 
practices that he is in any true sense an artist.70 
From a practical point of view, Baker had a good deal to 
offer a playwright, then: 1) a way of getting at technique 
(short story adaptati on), 2) a responsible position as an 
artist if the would-be playwright would take that position 
seriously , 3) a theatre at the playwright's disposal, and 
4) a workable theory of the development of technique; at once, 
sane, encouraging to the dramatist, and helpful. 
To the extent that Baker's students reflected in their 
progress their se~arate accomplishments with form , they 
reflected their university training . For it was only from 
Baker that guidance towards form was available. 
This chapter has dealt first with the impact of the 
university playwrights on the form of the drama of two ages, 
and has tried to show that the impact was similar. Secondly, 
this chapter has tried to show the ideas which Baker gained 
from, and/or expressed 1n his study of Elizabethan drama, and 
how those ideas (short story adaptation, playwright's 
-position as an artist, the evolution of drama, a theatre for 
the playwright) might have helped the Ameri can dramatist . 
70
· G. P . Baker, ~Eamatic Technique, p . 517 
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Thirdly, the cha~ter h a s tried to suggest that though the 
university training which the playwright of the two ages 
received was quite different , least common denominators, such 
as the ~reservation of classics, and the production of ~lays 
-- for whatever reason -- could make a telling difference in 
the way that the drama of a period could reflect its culture 
through form; through presenting what the people in the 
audience thought was tragic, comic, etc .• 
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V. THE EDUCATIONAL IMPLICATIONS OF THE YALE 
MOVEMENT 
Yale University found itself willing and able to serve 
as the national educational center for the arts of the theatre 
1n 1924, when it founded a Department of Drama through the 
generosity of Edward A. Harkness, B. A. 1897. 1 
The k ey implication of Baker's acce ntance of the position 
2 
of Chairman of the Yale drama department, for our purposes, 
is that Baker's acceptance illustrated Baker's devotion to 
the Renaissan ce ideal of the university. Baker summarized 
this ideal in a few words when he said: 
After all , what are college(s) and universities for? 
To be preservers of the best in the past 1n the p a st and 
tr ansmitters of that best to the future. Out of well-
understood beauty and perfection of the past may come, 
at the touch of the rebellion and enthusiasm of youth, 
the beauty and perfection of the future.3 
It is in the sense that Baker was a lover of beauty who 
thought th at Beauty should be prese~~ed and encouraged at the 
university that Baker stands, finally, as a link between the 
Elizabethan and modern American the atres . Out of his study 
of Elizabethan drama, Baker drew standards and ide a ls, this 
1
·w. P. Kinne, Q~orge Pierc e Baker And The Ameri can 
Th~tre, p. 248 
2
"Ibid., p. 239 ff. 
3
·G. P. Baker, "Our Drama Today," Harvard Alumni 
Bulletin, (Boston, Harvard Bulletin, Inc. ,Vol. XIV, No . 30, 
May 4, 1922), p. 743 
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thesis suggests, which enabled Baker to communicate an 
intellectual aspe ct of dramatic technique. As we have shown, 
it was in a book about Shakespeare that Baker gave his first 
formal definition of drmatic technique, though he had infor-
mally defined technique earlier in an arti cle about Marl owe. 
In the work of Marlowe and Greene, Lyly and Peele, Beaumont 
and Fletcher , Baker f ound the laboratory material for his 
first visions of a theory of dramatic technique. Testing the 
theory against the history of a classical drama, Baker worked 
out detailed ideas ab out the evolution of dramatic form, and 
found the process of playwrighting to have been essentially 
dynamic rather than static. 
Baker's intellectual accomplishment for the theatre, 
then, was the arresting of the dynamic proc ess ofr playwrightin~ 
in such a way that its permanent features could stand out 
clearly . Yet Baker realized, too, that playwrighting did not 
stand in a vacuum. Pl aywright ing in the twentieth century 
demanded a close alliance with its sister arts of the theatre; 
directing, acting, scenic design, etc •. Baker's perception 
of the need for aducating playwrights thus led to his per-
ception of the need for educating all of the artists of the 
theatre, and the audience as well. Bake r's movement to 
Yale of all of the resources he had attained in over thirty 
years of teaching drama at Harvard, then, symbolized Baker's 
desire to establish a worthy education at the university 
level for workers in the theatre. 
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This symbol of Baker' s desire to establish the theatre as 
a ~ro~er object of univers'ty study implies dissatisfaction with 
the older method o f teachirg t hrough the 47 Workshop, and/or a 
desire to establish the best sort of theatre-educational 
institution of which Baker was c a~able . In this brief chapter, 
we hope to draw out the implications of Baker's move to Yale 
as an illustration of the culmination of a university tradition 
of teaching theatre. This university tradition began, as we 
have noted, in the Englisr-speaking world with the anti-popular 
drama of the Elizabethan universities. We hope to show how 
Baker thought the univers'ty might best serve the popular 
theatre. Baker's idea that the university should contribute 
to the improvement of the ~opular culture through raising 
the standards of the thea re by teaching theatre arts found a 
symbol in Baker 's acceuta1ce of the position at Yale. Today, 
Yale's harboring of a Gra<uate School of Drama , which evolved 
from the Drama Department founded by Baker, respresents the 
final step in the evoluti<n of university instruction in drama.~ 
This symbol is eff e ctive nd recognizable because of Yale's 
position as a national un versity, and because Yale is closely 
identified with the intel ectual and cultural development 
of the United States itse f. 
In this chapter, the , it seems particularly appro~riate 
that we attempt to draw o t the major implications of Baker's 
4
·Bulletin of Yale University, (New Haven, University 
Catalogue for the year 19~0-61, Series 56, No . 21) p. 270 
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establishment of the Yale Department of Drama, b e cause it was 
this act of Baker's which c ar ried Baker as an evolutionary 
link betwe en Elizabethan values and contemporary values in 
the relationship between the university a nd the theatre to a 
final statement of those values. 
There are atleast four major implications for education 
in theatre of Baker's acce~tance of the position of Chairman 
of the Yale Drama Department: 
l. Drama, or theatre-arts, is a separate field of 
study, valuable in itself for university study; 
2 . A drama department should include all of the arts 
of the theatre as ~roper as proper objects of study; 
3. Although research should stand as the b~s for the 
drama program, an emphasis on creativity is needed; 
4. A laboratory conce~t, actual play-production, should 
be at the heart of such a program . 
Wisner Payne Kinne's treatment of Baker's acceptance 
of the position a t Yale (referred to supra, p. 114) rightly 
points up the frustration with which Baker ha d to deal 
constantly when Bake r tried to introduce theatre study as a 
separate program at Harvard. We may draw the implications 
for theatre study listed a bove from Baker's own words on the 
subject, as Baker asked the Harvard Alumni, through his years 
of Harvard teaching, for funds, because, in asking for funds 
for a Harvard theatre-study center, Baker was constantly 
pointing up the values of a theatre-s tudy program. At Yale, 
Baker was to attain his objectives. 
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A. Drama As A Separate Field of Study and 
Inclusion of All Theatre Arts for Study 
Just as Baker had played apart in the establishment of 
~nglish as a separate and proper object of university study, 
Baker was to play a part even more significant in the estab-
lishment of drama as a separate field of study at a national 
university. As early as 1909, Baker h ad plans for the study 
of drama at the university l evel, and was appealing to the 
Harvard alumni for support. Moreover, Baker was seeing 
theatre study as having separate ideals from those of other 
subjects. Referring to the playwrights just arriving on 
th e American scene, Baker said: 
Herein lies the significance of this newer movement 
in American drama, not simply among Harvard men and other 
university graduates, bu t in general . Th e se writers 
are not mere playwrights, not merely amused or cynical 
observers oflife, nor do they pin their faith to any 
sets of hard and fast technical principles as sure to 
produce ''the guaranteed success. " Instead, observing 
life thoughtfully, whether for comic or serious treatment 
ultimately, they feel the impulse to individual expression 
in regard to it -- in P. rose or verse as the case may 
be. . . . Individuality, indep end en~ thoughtulne s s, 
all expressed in plays which sim.PlY as plays win and hold 
an appreciative public. --these are th e ideals of this 
rec ent gr oup of Harvard dramatists, ideals which th5y 
share with many another writer ofour nascent drama . 
(Italics mine) 
Baker the n expressed what he thought the rel a tionship 
of the university to the theatre shoilld be, finding the 
nexus for the university and the theat r e in the people which 
5
·G. P . Baker, "A Group of Harvard Dramatists," 
(Cambridge, Mass., The Harvard Graduate's Magazine, Vol. XVII, 
No. 68, June, 1909), pp .607 ff . 
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both institutions served. 
If th is art of such enormous potential force, socially 
and educationally, is at last looking for aid to our 
coll~ge s and universities is this not exactly as it should 
be? A university or college existing apart from the life 
of the people, expecially its artistic life, is an 
anomoly in a country like ours. Only 1n a comprehension 
of the university and the coll eg e by the masse s, which 
in turn, rests on a sympathetic understanding of the 
needs and craving s ~ t~e masses, can our endowed in-
stitutions safely rest. 
As the years progressed, Baker's pleas for assistance 
to the Alumni bec a me more pronounced. Appealing for a building 
to. house the dramatic activities at Harvar d in 1914, Baker 
pointed out the need for play- production as an activity 
separate from anything for which the university had provided . 
A play unproduced is like a mech anical invention set 
up but untested, for a dramatist cannot properly judge 
his work until he sees it acted before an audience .•. 
Many high schools of the Middle and Western states 
provide for occasiona l entertainments bv their pupi ls 
an adequately equi ped stage. 7 Harvard University 
.•• has nothing of the sort. 
By 19 22 , two years before he left Harvard, Baker cl early 
expressed his conv:iction that a new prof essi on, that of the 
theatre arts, d manded r e cognition from a national university. 
Baker said to the Harvard Alumni: 
Don't y ou see th e new profession which is now 
developing? Can y ou have a large group of young men 
and women getting such experi en c e as producers in 
schools and universities, experim ental theatres, Hnd not 
have some emerge from their group so competent that they 
will ultimately find their way to lew Ycn·k and the 
regular theatre 'vorld? Let such produc_jng but become ~ 
6. 
Ibid., p. 607 
7
·G. P . Baker , ~arvard Alumni Bulletin , (May 13, 
1914,) Source, Harvard Archives, no pages li s ted.)) 
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general, and the dramatists will write with greater 
courage and audacity, for they will write far more 
certain that 1n nine cases out of ten their plays will 
be staged to the best advantage.B 
Pointing out to the alumni the needs of theatre study, 
and the ways in which Harvard could help those needs, Baker 
said: 
What we need, and need very badly, is a t~hing of 
the Fine Arts in our colleges and universities with a view 
to creation; a far closer correlation of the different 
departments of the Fine Arts, so that a worker 1n any one 
of them shall not feel himself isolated and independent, 
but shall understand and depend on the sister arts . Above 
~l~ ther e should be competent instruction for E~~e who 
wish to become masters in the different arts of the 
theaire:-==-rts-lighting~-its-scenery~-its producing, 
and its plays . . . for such a center (i . e . a center for 
the cultivation of the arts of the theatre) we are ready 
at Harvard , could we only have the funds necessary for 
a proper equipment by which to dev elop what has gone 9 
as fa r as it can under cramped and unreal conditions . 
(Italics mine.) ~ 
In other words, Baker considered theatre a separate 
subject of the curriculum, worthy of study for its own sake. 
So far, then, Baker has made two points of the four listed 
above: 
1 . Drama is a separate field of study. 
2 . A drama department should include study of all 
arts of the theatre . 
These were two of the implications for education for the 
theatre in Baker's move to Yale, because Yale provided 
facilities (and still does), for both drama as a separate 
field of study, and for inclusion of all of the arts of the 
8
·G. P. Bak er, "Our Drama Today," Harvard Alumni 
Bulletin,(Boston, Harvard Bulletin, Inc., Vol XXIV, No . 30, 
May~I922), P· 742 
9 • Thi il nn 7 4 ~ .. 4 
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~ield of study, and inclusion of all of the arts of the drama ; 
put also thorough tr a ining in the fundamentals with a view to 
reativity (cf. p . 119). How these needs were~o be best pro-
dded for may be seen in Baker's laboratory conc ept of teaching 
{jheatre arts. 
C. The Laboratory Concept 
The "laboratory concept" as us ed here is merely s h orthand 
Por referring to Baker's id ea that one cannot judge a play with-
)Ut se e ing it performed. In 19 14, Baker first introduc ed in 
~riting his ide a that the needs of theatre study could best be 
rulfilled through a theatre-producing organization. Through 
~he 47 Workshop referred to earlier, Baker's play-p r oducing 
~rganization, Baker t -ied to lead his theatre students to 
~xnerimentation in the a r ts of the theatre. 
iescribed to the Harvard Alumni his concept: 
In 1914, Baker 
The Workshop is teaching to nicked students something 
concerning all of the arts connected with the theatre, and 
teaching them not theoretically, but by first hand ex-
perience . The writing and the acting of the plays, the 
production of the stage-man8ging are, under the general 
supervision of Professor Baker, done by the working force 
of undergraduates, graduates, and their friends. Memb ers 
of the Workshop design the scenery, paint it, and set it 
up . Others devise and carry out e lectrical effects . 
St i llothers desi ~n and make costumes, construct necessary 
properties, com-pose the incidental music, or arrange 
needed dances. Tha Workshop, has, too, a carefully 
selected audience of about 400 people deeply interested 
in the stage, many of them work ing directly for it - -
managers , dramatic critics , or playwrights . Within 
forty- eight hours after attending th e performances, the 
audience hands in frank criticisms o f the plays and the 
manner in which th ey have b e en produced . . . . 
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Treyoung authors have found this direct and frank 
criticism invaluable as a basis for revising the plays 
produced • • • Providing a chance for needed and educativ 
~xperimentation in all the arts connected with the 
theatre, it (the 47 Workshop) has become absolutely 
essential.t~ proner cont~nuan?e of the work of the cour:~ 
in ulaywr1t1ng.12 fltal1cs m1ne~ 
Thus Baker found in the 47 Workshop the inclusior}of all 
o f the arts of the theatre, the treatment of drama as a 
se~arate study, an emphasis on creativity, and, above all, 
a laboratory which could effectively supply the demands of 
theatre study. Yet there were 1Jroblems in the Wo r ksho-p's 
arrangements, problems which only money and university su-p-
port could solve. Baker outlined the problems: 
Unfortunately, the past fourteen months have shown 
that adequate housing for the Workshop is imperative. 
The stage at Agassiz House , ~adcliffe College, was 
originally designed for lectures. Its imperfect 
adaptation to dramatic purposes, its frequent, neces-
sary use fur its own objects, present many obstacles 
to the full work of the Workshop , which cannot afford 
to hire the one available nublic stage in Cambridge, 
Brattle Hall, even if it were free when needed ..•• 
At present, then, the Workshop is not where it ought 
to be-- at Harvard •... Worst of all: The Workshop 
may at any time b·e told that its tenancy must end 
because its staT~ is needed for undergraduate Radcliffe 
entertainments. (Italics mine) 
To accomplish the full work which the twentieth century 
theatre requi~ed, Baker suggested 1n this Alumni Bulletinpf 
1914, a new theatre would be required. Ten years later, 
wh en Yale offered Baker a depa r tment with one million dollars 
for an endowment, library, classrooms, end a theatre, Balrer' s 
1914,) 
12
·G. P. Baker, Harvard Alumni Bulletin, (May 13, 
cf. note 7 
13
"Ibid., 
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theatre, as part of the program of study. 
B. Research and Creativity 
The third part of the educational implications of Baker's 
move to Yale was that an emphasis on creativity is needed in 
theatre study, though reseJ.rch should stand at the base of 
a theatre-study program. Pointing to the number of people 
already trained in colleges for the theatre, 10 Baker asserted 
that the university could and should give the groundwork 
for research 1n the theatre . 
.ls it not significant that, with the possible 
exception of Mr. Bel-Gedde s (a scene designer and 
architect), every one of these people named as connected 
with the new movement of the theatre is a college 
graduate? . . . Obviously there is some connection 
betwe en the centers of education in this country and 
these newer developments in the theatre. Ask these 
workers where they got their first stimulation for the 
work. I thirf.\they will tell you "in college." Ask 
'them how they have gainEil. their special~ipment for 
their work and I feel sure they will say "with difficulty 
and as best we could." I suspect they will tell you 
that they feel, one and all, designers or producers, 
that there should be places where be ginners should be 
given thorough training in the fundamentals of the arts 
of_the_tha~ . They will ~robably make very clear 
their belief that education should help the man and woman 
of strong, instinctive artistic desire to attain their 
ends.ll (Italics mine). 
What was needed, then, which education could provide 
for workers in the theatre was, in Baker's view, not merely 
thw two points we have already mentioned, : drama as a separate 
lO.Ibid., pp. 742-3 
ll.Ibid., p. 743 
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devotion to his ideals required that, on behalf of the theatre, 
for the good of which Baker had been teaching for over thirty 
years, Baker accept the position . 
Thus Baker's move to Yale symbolized his unique position 
as a link between Renaissance values and mod~rn values, between 
the Elizabethan and the modern theatre, and between the 
Elizabethan and the modern university. The implications of 
this symbol for education f or the theatre are: 
1 . 
2. 
3. 
4. 
Drama as ~ senarate field of study; 
Inclusionbf all of the arts of the theatre for 
study; 
Research ~nd creativity serve the theatre; 
A laboratory concept provides a favorable 
atmosphere for combining the educational values 
of all of the arts of the theatre. 
Thus Baker's contribution to the theatre was intellectual, 
stemming from his pr~gmati c wisdom which dictated the need 
for standards for the American theatre, and which found a 
basis for standards in the English Renaissance. 
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D. Conclusions 
One might rightly conclude that the facts examined in this 
thesis point unyieldingly to a case for saying that George 
Pierce Baker offered an intellectual contribution to the 
American theatre . Rightly understood, Baker's intellectual 
contributi@n consisted in a pragmatic perception of the rela-
tionship between means and ends . 
The ends of playwrighting wer~ to Baker's way of thinking, 
ever the same throughout the history of the theatre. Plays 
produced emotion through representation of action when 
effectively performed before an audience . 
Though the ideas expressed in the last paragraph seem 
simple and ax iomatic enough to theatre workers of the 1960's, 
scarcely anyone seemed to have thought of them as important 
enough to express in 1890, when Baker insisted upon their 
validity in his course in the English drama, Fnglish 14. 
What seemed to have happened in Baker's career, if we 
can judge the causes by the effects, is that Baker formulated 
c r itical ideas about playwrighting f r om his Elizabetha n 
studies which he successfully we lded into a theory of form. 
Traditional forms of comedy and tragedy, Baker saw, produced 
the greatest emotional effect on an audi ence . Thus it was 
Baker's task to communicate his ideas abo u t form to those who 
could best use such ideas, potential playwrights. 
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Yet Baker was never so vain th a t he thought theories 
sufficient in themselves. Mercilessly, or perhaps, merci-
fully, Baker insisted that ~lays had to be played on a stage 
before an audience, before the important conclusions could be 
made about them. If, 1n the uerformance of an effective play, 
the ideas of traditional comedy and tragedy seemed to give way, 
Baker was always delighted to condemn the traditional idea of 
comedy or tragedy rather than the play at hand . 
It was as a scientist that Baker chose his critical ideas, 
choosing those ideas which seemed to Baker to fit the natural, 
evolving scheme of things as history communicated that scheme 
to him. It was as an artist that Baker dedicated himself to 
the care which the evolving American drama demanded. It was, 
finally, as a pragmatist, of the American brand, that Bake r 
saw his theories to their conclusions, leaving himself open 
to ideas which worked, and abandoning , however reluctantly, 
what past experience proved unworkable . 
What differentiated Baker from others who might have 
wished to accomulish the task of midwife to the development 
of form in t h e United States on the stage, was that Baker 
lived as he taught, unselfishly choosing his responsibilities 
as opportunities for the theatre he loved so well . 
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APPENDIX I 
Baker thought mastery of tactics could b e b e st 
illustrated in the scene which is reproduced b e low. 
Tacti cs are visible when one notices how clearly motivate< 
are the chara cters' entrances and exits. 
(Enter 1WMEO) 
TYB. Well, peace be with you, sir . Here comes my man. 
MER . But I'll be hanged, sir, i Z he wear your livery. 
Marry, go before to field, he'll be your follower . 
Your worship may in that sense call him man. 
TYB . Romeo, the hate I bear thee can afford 
No better term than this -- thou art a villain. 
ROM. Tybalt, th e reason that I have to live thee 
Doth much excus e the app e rtaining rage 
To such a gre eting. Villain am I none, 
Therefore farewell, I see thou know'st me not. 
TYB . Boy, this shall not excuse the injuries 
That thou hast don e me, therefore turn and draw . 
ROM. I do protest I never inju r0 d thee, 
But love thee better than thou canst devise 
Till thou shalt know the r e ason of my le~e. 
And so, good Capulet -- which name I tender 
As dearly as mine own -- be satisfied. 
MER . Oh, calm, dishonorable, vile submission~ 
Alla stoccata c a rries it away. 
Tybalt, you ratcatcher, will you walk? 
TYB. What wouldst thou have with me? 
MBR . Good King of Cats, nothing but one of 
(Draws) 
----
your nine lives, that I mean to make bold withal, 
and, as you shall use me hereafter, dry-beat the rest 
of the eight. Will you pluck you r sword out of his 
pilcher by the e a rs? Mak e haste, lest min e b e about 
vour e Rrs er e it b e out. 
TYB. I am for you. (Drawing) 
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ROM . Gentle Mercu:tio, put thy rapier up. 
MER . Come, sir, your passado. 
ROM . Draw, Benvolio, beat down their weapons, 
Gentlemen, for shame, forbear this outrage ~ 
Tybalt, Mercutio, the Prince expressly hath 
Forbid this bandying in Verona streets . 
Hold, Tybalt , good Mercutio ~ 
(TYBALT under 2 0MEO 'S arm stabs 
ME~CUTio-and flies with-his---
follQ~ersT-- ----- ---- ---
MER . I am hurt. 
A pla.gue o' both your houses ~ I am sped . 
Is he gone, and hath nothing? 
BEN . What , art thou hurt? 
MER . Aye, aye, a scratch, a scratch --marry, 'tis 
enough . 
Where is my page? Go , villain, fetch a surgeon. 
(;g; _ _25;i__i: PAGE ) 
ROM . Courage , nRn, the hurt c annot be much. 
MEE . No, 'tis not so de ep a s a well nor so wide a s 
A church door, but 'tis enough, 'twill serve. Ask for 
me tomorrow and you shall find me a grave 
man. I am peppered, I warrant, for this world . A 
plague o' both your houses ~ ' Zounds, a dog, a r:at, a 
mouse, a cat, to scratch a man to death~ A braggart, 
a rogue, a villain, that fights by the book of 
arithmetic ~ Why the devil came y ou between us~ 
I was hurt under your arm . 
ROM . I thought all f or the best. 
MER . Help me into som e house , 8envolio, 
Or I shall faint. A plauge o' both your houses~ 
They ha.ve made worms' meat of me. I have it, 
And soundly too -- your houses . 
(Exeunt .ME li-CUTIO ~.!!Q BJ•:NVOLIO) 
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APPENDI X II 
See the following volumes for a detailed picture of 
~ lizabethan drama in the university, as well as for a listing 
pf university men involved in popular drama : 
~oas, Frederick S., University Drama in the Tudor Age , Oxford 
Clarendon Press, 1914 (see especially the appendices o f 
thi s volume). 
~oas, F . S., M~!lo~~An~_gis Cir~l~' Humphrey Milford, 1931 
~hamber ~ , E . K., The Elizabethan Stage, Oxford, Clarendon Press, 
1923, 4 volumes. See especially vols. III and iv. 
~arrison, G. B., 1g~Story_of Elizabethan Drama, New York , 
Macmillan, 1924. 
~chelling, Fel ix C. , Elizabethan Play~rights, New York , 
Harper and Bros ., 1925. 
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APPENDIX III 
Beaumont, Francis ( c. 1584-1616) Oxford 
Greene, lo bert ( 1558-1592) Cambridge 
Heywood, Thomas ( c. 1570-1641) Cambridge 
Lodge, Thomas ( c. 1557-1625) Oxford 
Lyly, John (1554? - 1606) Oxford I 
Marlowe, Christonher ( 1564-1593) Cambr idg e 
Nashe, Thomas (1567-1601) Cambridge 
Peele, George ( c. 1557-1596) Oxford 
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